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Preface 


The  Evelyn  Sharp  Collection  reflects  the  character  and  personality  of  an  extraordi- 
nary woman  who  possesses  fiercely  independent  taste,  judgment  and  a  remarkable 
eye  for  quality.  During  her  dynamic  business  career,  she  has  carefully  assembled 
an  outstanding  collection  of  works  by  recent  masters.  Now,  thanks  to  Mrs.  Sharp's 
generosity,  the  Guggenheim  Museum  has  been  given  the  opportunity  to  share  part 
of  her  collection  with  the  world. 

Last  summer,  a  number  of  works  collected  by  Evelyn  Sharp  were  transported  from 
her  residence  in  New  York  to  be  taken  into  custody  by  the  Guggenheim  Museum, 
where  they  will  be  placed  on  view  periodically  over  the  next  few  years.  An 
ownership  interest  in  four  works  has  already  been  given  to  the  Guggenheim 
Museum  — a  benefaction  which  exemplifies  Mrs.  Sharp's  generosity  toward  this 
public  institution.  These  four  paintings  are:  Fernand  Leger's  Starfish,  1942,  and 
Builders  with  Rope,  1950,  and  Joan  Miro's  The  Flight  of  a  Bird  over  the  Plain  III, 
T939,  and  Woman  in  the  Night,  1945. 

Mrs.  Sharp  has  lent  us  forty-five  works  by  eighteen  artists.  About  half  of  these  rein- 
force important  examples  by  such  masters  as  Archipenko,  Chagall,  I.eger,  Miro 
and  Modigliani  who  are  already  in  the  Guggenheim's  own  collection.  The  other 
half  are  by  artists  not  in  the  Museum's  holdings,  among  them  Dufy,  Utrillo  and 
Vlaminck.  Soutine  and  Rouault  are  included  only  in  the  Thannhauser  Collection, 
and  no  more  than  a  fragment  of  Picasso's  far-ranging  development  has  come 
within  our  reach,  although  there  are  major  examples  of  his  oeuvre  in  the  Guggen- 
heim's permanent  collection. 

Picasso,  Modigliani,  Leger  and  Miro  appear  to  us  to  be  the  mainstay  of  the  Sharp 
collection  and  two  works  by  each  of  the  two  latter  masters,  therefore,  were  selected 
as  fractional  gifts.  In  singling  them  out,  however,  we  do  not  mean  to  imply  a  lack 
of  appreciation  for  Braque's  late  still  life,  a  group  of  Archipenko  bronzes,  an  early 
and  a  late  Chagall  or  the  Fauve  works  by  Dufy  and  Vlaminck.  All  the  paintings  and 
sculptures  which  constitute  Mrs.  Sharp's  loan  to  the  Museum  complement  and 
augment  the  Guggenheim's  own  collection  and  thereby  afford  the  viewer  a  fuller 
appreciation  of  and  insight  into  the  art  of  the  recent  past. 

Evelyn  Sharp  purchased  her  collection  over  a  period  of  more  than  twenty-five 
years,  primarily  from  the  Perls  Galleries  in  New  York  whose  orientation  largely 
coincides  with  her  own.  She  collected  unselfconsciously  and  relied  consistently  on 
her  own  eye  and  intuition.  Here,  then,  is  a  presentation  of  a  distinctly  personal  col- 
lection at  the  Guggenheim,  a  tribute  to  Evelyn  Sharp  and  a  benefaction  for  the 
Museum. 

T.  M.M. 


6  Repose.  191 1 

(Reclining  Woman) 

Polychromed  bronze,  13V2  x  14V4  x  7" 
(34-3  x  37-5  x  17.8  cm.) 

Signed,  dated  and  inscribed  l.r.:  Archipenko 
1911  I  2/6 

Cast  no.:  2/6 

PROVENANCE: 

From  the  artist  to  Perls  Galleries,  New  York, 
1958 

Purchased  from  Perls  by  Grosvenor  Gallery 
(Eric  Estorick),  London,  1961 

Purchased  from  Estorick  by  Evelyn  Sharp, 
1961 

Archipenko's  first  conception  of  Repose  was 
executed  in  plaster  in  191 1.  It  was  exhibited 
with  three  of  his  other  sculptures  in  the  fa- 
mous Armory  show  of  1913.  Like  Brancusi's 
innovative  sculpture  shown  there,  Archi- 
penko's works  met  with  ridicule  and  abuse 
in  the  press. 

a  1  j  A         L'  1  This  bronze  cast  was  made  in  the  late  50's, 

AlCX3.nUCr   ArCnipCnkO  and  the  artist  himself  supervised  the  poly- 

chroming  of  the  surface.  He  had  begun  to 
use  color  as  early  as  191 2  and  employed  it 
often  in  his  constructions,  reliefs  and  three- 
dimensional  sculptures  throughout  his  life. 

L.A.S. 


I887-I964 


Alexander  Archipenko 


Blue  Dancer.  19 13 

Polychromed  bronze,  42x18x15" 
(106.7  x  45.7  x  38.1  cm.) 

Signed,  dated  and  inscribed  on  left  leg: 
Archipenko  13  8/8  F 

Cast  no.:  8/8 

PROVENANCE: 

Purchased  from  the  artist's  widow  by  Perls 
Galleries,  New  York,  1965 

Purchased  from  Perls  by  Evelyn  Sharp,  1968 

The  theme  of  the  dance  particularly  engaged 
Archipenko  in  the  years  191 2-13.  His  interest 
in  it  derived  from  his  fascination  with  the 
Paris  Cirque  Medrano,  which  occasioned  the 
sculptures  Medrano  I  and  J/,  191 2, 1913, 
Dance,  19 1 2,  Pierrot  Caroussel,  19 13,  Red 
Dancer,  1913,  and  Blue  Dancer,  1913.  Blue 
Dancer  is  a  daring  composition;  the  figure  is 
shown  bent  in  an  angular  arabesque,  poised 
precariously  en  pointe. 

This  cast  was  from  the  only  bronze  edition 
of  eight  plus  one  artist's  cast,  started  by  the 
artist  between  1961  and  1964  and  then  com- 
pleted by  his  estate.  The  artist's  widow  super- 
vised the  casting  and  polychroming.  The 
edition  was  cast  from  the  original  model 
which  was  painted  a  deep  red.  This  model 
was  found  at  Cannes  in  i960.  Donald  Kar- 
shan  feels  that  Blue  Dancer  is  a  new  title 
given  by  the  artist  to  the  bronze  edition,  as 
blue  was  a  more  appropriate  color  for  pati- 
nation  of  the  bronzes  than  red.  The  title  of 
the  original  red-painted  plaster  was  prob- 
ably Dancer  or  Red  Dancer  (letter  to  the 
author,  November  22, 1977). 

L.A.S. 
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Alexander  Archipenko 


Gondolier.  1914 

Bronze,  61V2  x  20V2  x  16" 
(156.2  x  52  x  40.7  cm.) 

Signed,  dated  and  inscribed  on  base  top  l.r.: 
Archipenko  1914  1/6;  inscribed  on  base  rear: 
MODERN  ART  EDRY.  I  NEW  YORK. 

Cast  no.:  1/6 

PROVENANCE: 

From  the  artist  to  Perls  Galleries,  New  York, 

1959 

Purchased  from  Perls  by  Merrick  Lewis,  1959 

Purchased  from  Lewis  by  Perls,  1969 

Purchased  from  Perls  by  Evelyn  Sharp,  1969 

The  Gondolier  was  first  exhibited  in  the 
Salon  des  Independants,  Paris,  in  March 
19 14.  It  immediately  came  under  attack  by 
the  critics.  The  life-size  figure  was  castigated 
by  one  writer:  "This  is  how  I  would  describe 
the  Gondolier  of  M.  Archipenko  —  a  bronze 
figure  which  recalls  at  one  and  the  same  time 
a  broom,  a  bottle  nipple,  a  propeller  blade,  a 
broken  street  lamp,  a  dead  tree  . . . ."  (quoted 
by  Guy  Habasque  in  his  essay,  "Alexander 
Archipenko,"  Archipenko:  International 
Visionary,  ed.  Donald  H.  Karshan,  Washing- 
ton, D.C.,  1969,  p.  19).  Archipenko's  cham- 
pion, Guillaume  Apollinaire,  replied:  "...  I 
am  very  sorry  for  those  who  fail  to  be  af- 
fected by  the  charm  and  elegance  of  this 
gondolier,  a  black  and  slender  statue  which 
is  exhibited  in  Room  XI"  (Habasque,  ibid., 
p.  20). 

Although  Archipenko  habitually  dated  the 
original  Gondolier  and  later  versions  as  1914, 
Karshan  has  pointed  out  that  1913  would 
seem  a  more  likely  date  for  the  first  sculpture 
(Donald  Karshan,  Archipenko:  The  Sculp- 
ture and  Graphic  Art,  Tubingen,  1974,  p.  15, 
and  in  his  letter  to  the  author,  November  22, 
1977).  The  original  sculpture,  shown  at  the 
Salon  des  Independants,  was  a  large  wood 
and  plaster  construction  painted  black,  now 
presumed  destroyed.  The  bronze  in  the  Sharp 
Collection  is  one  of  an  edition  of  six  plus  an 
artist's  cast.  This  is  the  only  edition  of  a  large 
version,  and  was  made  from  a  plaster  cre- 
ated by  the  artist  in  c.  1953.  Its  size  approxi- 
mates that  of  the  original  construction. 


About  1955,  Archipenko  made  a  smaller 
plaster  variant  (32V2"  h.)  for  a  bronze  edi- 
tion, at  the  request  of  a  collector  who  did  not 
like  the  way  the  larger  sculpture  looked  in 
his  home. 

L.A.S. 
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12  Woman  Combing  her  Hair,  j  915 

Bronze,  71  x  17  x  i63/i" 
(180.3  x  43.2x42.5  cm.) 

Signed,  dared  and  inscribed  on  base  top  r.: 
Archipenko  1915  —  4/6 

Cast  no.:  4/6 

PROVENANCE: 

From  the  artist  to  Perls  Galleries,  New  York, 
1961 

Purchased  from  Perls  by  Evelyn  Sharp,  1961 

The  best  known  of  all  of  Archipenko's 
bronzes  is  Woman  Combing  her  Hair.  In 
February  1914  the  artist  had  left  Paris  for 
Nice,  where  he  lived  until  the  end  of  World 
War  I.  During  this  time  he  modeled  a  num- 
ber of  small  sculptures,  among  them  the  first 
version  of  Woman  Combing  ber  Hair,  which 
is  only  l^U"  high  and  was  executed  in  1915. 
The  composition  is  derived  from  Green  Con- 
cave of  1913,  a  seated  woman  whose  torso  is 
twisted  in  opposing  concave  shapes  and 
whose  head  is  created  by  the  void  between 
.  -  a         1    •  1  her  raised  arms.  In  Woman  Combing  her 

Alexander   ArChlpenkO  Hair  Archipenko  has  refined  these  elements 

with  great  subtlety  and  elegance.  The  shift- 
ing concave  volumes  are  smoother,  the  con- 
trapposto  less  pronounced  and  the  raised  arm 
more  successfully  continues  the  upward 
flowing  movement  of  the  standing  figure  as 
well  as  defining  the  negative  space  of  the 
head.  Archipenko  had  displaced  mass  with 
void  in  his  work  as  early  as  191 2  and  con- 
tinued to  do  so  throughout  his  career. 

In  the  early  i95o's  Archipenko  made  a  re- 
construction in  plaster  of  the  19 15  sculpture 
from  which  a  bronze  edition  was  cast.  In 
c.  1958  he  created  a  life-size  version  in  plaster 
for  an  edition  of  six  casts  plus  an  artist's  cast. 
The  bronze  in  the  Sharp  Collection  is  part  of 
this  large  scale  later  edition.  It,  together  with 
two  other  Archipenko  bronzes  in  the  collec- 
tion, Repose  and  Gondolier,  was  cast  with 
the  assistance  of  the  Perls  Galleries,  New 
York. 

L.A.S. 
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Camille  Bombois 

1883-1970 


The  Fortified  Gate  at  Chatenois.  c.  1927 

(Chatenois  et  sa  porte  fortifiee) 

Oil  on  canvas,  28 %  x  23  Vi" 
(72.7x59.7  cm.) 

Signed  l.r.:  Bombois.  C.lle 

PROVENANCE: 

Purchased  from  the  artist  through  Galerie 
Bing,  Paris,  by  private  collection,  Zurich 

Purchased  from  private  collection,  Zurich, 
by  Perls  Galleries,  New  York,  1967 

Purchased  from  Perls  by  Evelyn  Sharp,  1967 

EXHIBITION: 

Perls  Galleries,  New  York,  Bombois:  The 
Early  Years,  Oct.  10-Nov.  11, 1967,  no.  16, 
repr. 

Camille  Bombois,  whose  style  has  been  called 
"folk,"  "naive"  and  "primitive,"  was  a  self- 
taught  artist.  He  first  sketched  at  the  age  of 
sixteen  but  did  not  exhibit  until  1922,  when 
he  was  thirty-nine.  In  his  early  life  Bombois 
was  a  circus  strong  man,  constructed  rail- 
roads and  ran  newspaper  presses.  From  1914 
to  19 1 8  he  served  at  the  front  where  he 
earned  three  medals  for  valor. 

Bombois  took  his  subject  matter  from  his 
immediate  environment.  Known  primarily 
for  his  lyrical  landscapes,  still  lifes,  nudes 
and  circus  scenes,  he  also  painted  a  number  of 
townscapes,  such  as  The  Fortified  Gate  at 
Chatenois  and  Stairway  and  Butcher  Shop. 
In  these  townscapes  an  open  square  or  path- 
way traversed  by  several  pedestrians  provides 
both  the  invitation  into  the  pictorial  space 
and  the  perspectival  recession  through  the 
picture  plane.  Such  paintings  call  to  mind 
similar  canvases  by  Utrillo,  whose  portrait 
Bombois  painted  in  1940. 


H.F. 


[5 
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Stairway  and  Butcher  Shop.  c.  1928 
(L'Escalier  et  la  boucherie) 
Oil  on  canvas,  15%  x  ziV\"  (65.1  x  54  cm.) 
Signed  l.r.:  Bombois  C.lle 

PROVENANCE: 

Purchased  from  the  artist  through  Galerie 
Bing,  Paris,  by  private  collection,  Zurich 

Purchased  from  private  collection,  Zurich,  by 
Perls  Galleries,  New  York,  1967 

Purchased  from  Perls  by  Evelyn  Sharp,  1967 

EXHIBITION: 

Perls  Galleries,  New  York,  Bombois:  The 
Early  Years,  Oct.  10-Nov.  11, 1967,  no.  16, 
repr. 


Camille  Bombois 
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Still  Life  in  Sunlight,  after  1956 

(Nature  morte  ensoleillee) 

Oil  with  sand  on  canvas,  37  x  51" 
(94  x  129.5  cm.) 

Signed  1.  r.:  G.  Braque 

PROVENANCE: 

Comte  Rene  Boel,  Brussels 

Purchased  by  Perls  Galleries,  New  York, 
1964 

Purchased  from  Perls  by  Evelyn  Sharp,  1965 

Although  the  painting  has  been  dated  1953,  it 
appears  on  an  easel  in  an  unfinished  state  in  a 
photograph  of  Braque's  studio  taken  by  Alex- 
ander Liberman  in  1956  (Letter  to  the  author, 
September  28, 1977;  see  The  Artist  in  His 
Studio,  New  York,  i960,  no.  71).  The  con- 
fusion in  dating  arises  because  it  was 
Braque's  practice,  especially  in  his  later  years, 
to  keep  paintings  in  his  studio  and  work  on 
them  over  long  periods  of  time. 

H.F. 


Georges  Braque 
1882-1963 
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Alexander  Calder 
1898-1976 


Ghosts.  1946 

Oil  on  canvas,  57/s  x  $7/s"  (14.9  x  14.9  cm.) 

Signed  and  dated  u.l.:  A.C.  46 

PROVENANCE: 

From  the  artist  to  Perls  Galleries,  New  York, 
1971 

Purchased  from  Perls  by  Evelyn  Sharp,  1972 

EXHIBITION: 

Perls  Galleries,  New  York,  Alexander  Cal- 
der: Oil  Paintings,  Oct.  10-Nov.  11, 1972, 
no.  17,  repr. 

Calder's  oils  are  few  in  number  and  little 
known  in  comparison  to  the  rest  of  his 
oeuvre.  He  was  inspired  to  paint  in  oils  in  the 
2o's  by  the  circus  arena  and  for  a  brief  in- 
tense period  in  1930  by  a  visit  to  Mondrian's 
Paris  studio,  which  resulted  in  works  of  geo- 
metrical abstraction.  His  desire  to  apply 
color  was  eventually  to  find  its  expressive 
outlet  in  his  painted  sculpture  and  gouaches. 

This  group  of  three  oils  displays  Calder's 
fanciful  approach  to  the  realms  of  both  the 
real  and  fantastic.  In  such  works  he  generally 
employs  a  restricted  color  range  and  limits 
modeling,  delighting  in  forms  which  are 
often  later  translated  into  three  dimensions. 


p.v. 
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Onion.  1946 

Oil  on  canvas,  9  x  53/s"  (22.9  x  13.6  cm.) 

Signed  and  dated  l.r.:  A.C.  46 

PROVENANCE: 

From  the  artist  to  Perls  Galleries,  New  York, 
1971 

Purchased  from  Perls  by  Evelyn  Sharp,  1972 
KXHIBITION: 

Perls  Galleries,  New  York,  Alexander  Cal- 
der:  Oil  Paintings,  Oct.  10-Nov.  11, 1972, 
no.  16,  repr. 


Alexander  Calder 
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A  Weird  Man.  1950 

Oil  on  canvas,  39V2  x  15"  (100.3  x  38.1  cm.) 

Signed  l.r.:  CA 

PROVENANCE: 

From  the  artist  to  Perls  Galleries,  New  York, 
1972 

Purchased  from  Perls  by  Evelyn  Sharp,  1972 


Alexander  Caldei 
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Alexander  Calder 


Fishy  II.  1969 

Metal,  77V2  x  79"  (196.9  x  200  cm.) 

Signed  and  dated  on  front  of  tail  of  blue  fish: 
69  C A 

PROVENANCE: 

Commissioned  from  the  artist  by  Perls  Gal- 
leries, New  York,  1969 

Purchased  from  Perls  by  Evelyn  Sharp,  1969 

EXHIBITIONS: 

Perls  Galleries,  New  York,  Alexander  Cal- 
der: Animobiles,  Recent  Gouaches,  Oct.  5- 
Nov.  6, 1971,  no.  2. 

Museum  of  Contemporary  Art,  Chicago, 
Alexander  Calder:  A  Retrospective  Exhibi- 
tion. Works  from  1925-1974,  Oct.  2,6-Dec.  8, 
1974,  repr. 

Fishy  II  is  one  more  manifestation  of  Calder's 
fascination  with  animals  which  was  first  em- 
bodied in  his  wire  toys  and  Circus  of  the  late 
zo's  and  often  reappeared  as  the  mobile  and 
stabile  were  developed.  Louisa  Calder,  the 
artist's  wife,  coined  the  term  "animobiles"  (a 
contradiction  of  "animaux  mobiles")  to 
describe  a  series  of  metal  sculptures  in  the 
shape  of  animals  made  in  1969-71 .  Fishy  II 
belongs  to  this  group. 

Its  prototype  is  Fishy,  1962,  Collection 
Mrs.  Sampson  R.  Field,  New  York  (The 
Solomon  R.  Guggenheim  Museum,  New 
York,  Calder:  A  Retrospective  Exhibition, 
1964,  p.  57,  repr.).  Both  Fishy  and  Fishy  II 
are  wall  mobiles  and  consist  of  two  large 
fish  and  a  school  of  smaller  ones.  However, 
Calder  slightly  reworks  the  forms  in  the  later 
sculpture,  reduces  the  number  of  little  fish 
and  changes  one  of  the  colors  to  create  a 
totally  new  system  of  rhythms,  balances  and 
contrapuntal  relationships. 

p.v. 
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Alexander  Calder 


Evelyn.  1970 

Gouache  on  paper,  305/8  x  X7?k" 
(77.8x57.8  cm.) 

Signed  and  dated  l.r.:  Calder  70 

PROVENANCE: 

Purchased  from  the  artist  by  Mr.  and  Mrs. 
Klaus  G.  Perls,  New  York,  1971 

Gift  of  Mr.  and  Mrs.  Perls  to  Evelyn  Sharp, 
1974 

Calder's  strengths  as  a  painter  are  shown  to 
best  advantage  in  his  gouaches.  His  dissatis- 
faction with  the  pale  tones  of  watercolors 
and  the  slow-drying  character  of  oils  led  him 
to  experiment  with  gouache  in  the  30's.  It  is 
in  the  40's  that  he  became  truly  confident  in 
his  expression  of  natural  and  abstract  forms 
in  flat,  bold  colors. 

In  1953  the  Calders  bought  a  house  in  Sache, 
France,  a  village  near  Tours.  Calder  immedi- 
ately set  aside  one  room  in  a  shed  here  as  his 
gonacherie,  indicating  his  serious  commit- 
ment to  the  medium.  Mr.  and  Mrs.  Perls  pur- 
chased the  present  gouache  when  they  visited 
the  artist  at  Sache  in  1971.  They  named  the 
work  Evelyn  and  gave  it  to  Mrs.  Sharp  in 
1974- 
P.V. 
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Marc  Chagall 
b.  1887 


Lovers  under  Lilies.  1922-25 

(Les  Amoureux  aux  lys) 

Oil  on  canvas,  46V8  x  35"  (1 17.2  x  88.9  cm.) 

Signed  and  dated  1.1.:  1922-925/ 'Chagall/ 
Marc 

PROVENANCE: 

Alice  Manteau,  Paris,  before  1 92.9 

Mrs.  Maurice  E.  Culberg,  Chicago 

Purchased  through  Stephen  Hahn,  New 
York,  by  Perls  Galleries,  New  York,  1961 

Purchased  from  Perls  by  Evelyn  Sharp,  1961 

EXHIBITIONS: 

Perls  Galleries,  New  York,  21  Major  Acqui- 
sitions, Oct.  10-Nov.  25,  1961,  no.  3,  repr. 

National  Museum  of  Western  Art,  Tokyo, 
Marc  Chagall,  Oct.  i-Nov.  10, 1963,  p.  56, 
no.  37,  repr.  Traveled  to  Kyoto  Municipal 
Museum  of  Art,  Nov.  20-Dec.  10, 1963 

Perls  Galleries,  New  York,  Public  Education 
Association:  Seven  Decades  1895-1965, 
Crosscurrents  in  Modern  Art  [1915-1924], 
p.  70,  no.  109,  repr. 

The  Cleveland  Museum  of  Art,  Fifty  Years  of 
Modern  Art  19 16-  1966,  June  15-July  31, 

1966,  p.  198,  no.  24,  repr. 

Kunsthaus  Zurich,  Chagall,  May  6-July  30, 

1967,  no.  32,  pi.  22 

Wallraf-Richartz-Museum,  Cologne,  Marc 
Chagall:  Werke  aus  sechs  Jahrzehnten,  Sept. 
2-Oct.  31, 1976,  no.  83,  pi.  47 

REFERENCES: 

Fierens,  Paul,  Marc  Chagall,  Paris,  1929, 
no.  25,  repr.  (LeBaiser) 

Lassaigne,  Jacques,  Chagall,  Paris,  1957, 
p.  100,  repr. 

Meyer,  Franz,  Marc  Chagall,  New  York, 
1963,  p.  330,  repr. 

Cassou,  Jean,  Chagall,  New  York,  1965, 
p.  136,  no.  82,  repr. 

Christ,  Dorothea,  Marc  Chagall,  Bern,  1973, 
repr.  cover 

Mandiargues,  Andre  Pieyre  de,  Chagall,  Paris, 
1974,  p.  45,  no.  25,  repr. 


This  is  an  early  and  significant  statement  of 
an  image  and  a  style  which  Chagall  was  to 
fully  synthesize  in  the  late  20's  and  early 
30's.  The  theme  of  flowers  and  couple  has 
remained,  to  this  day,  a  standard  part  of 
his  repertory. 

The  subject  of  lovers  has  been  present  in 
Chagall's  work  since  his  earlier  days  in  Paris 
(1910-13)  and  then  in  Vitebsk  (1914-22). 
During  the  teens  the  bouquet  was  small  and 
served  a  relatively  minor  structural  function 
or  as  a  decorative  motif.  However,  the  flower 
arrangement  in  Lovers  under  Lilies  becomes 
as  prominent  an  element  as  the  couple;  its  in- 
creased importance  reflects  Chagall's  grow- 
ing response  to  the  French  landscape  (he  and 
his  wife  Bella  made  lengthy  trips  into  the 
countryside  starting  in  1923).  The  flowers, 
no  longer  in  a  vase,  become  for  Chagall  meta- 
phors of  the  wild  vegetation  of  Nature.  The 
lightly  sketched  wooden  fence,  sun  and 
houses  convey  the  sense  of  an  outdoor  set- 
ting, while  the  winged  being  injects  a  note 
of  fantasy. 

Chagall's  interest  in  landscape  also  mani- 
fests itself  in  his  color  arrangement.  He  al- 
lows the  hues  of  the  rose,  lily  and  leaf  to  be 
gently  absorbed  and  reflected  in  all  the  other 
elements  of  the  picture.  The  soft  diffusion 
produces  a  quiet  resonance  which  reveals 
Chagall's  stylistic  attitude  at  this  time.  He  is 
attempting  to  create  a  tight  color  relationship 
in  which  Nature  (i.e.  flowers)  is  the  starting 
point  for  the  expression  of  color. 

p.v. 
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32  Roses  and  Mimosas.  1956 

(Roses  et  Mimosas) 

Oil  on  canvas,  58  x  45"  (147.3  x  IX4-3  cm-) 
Signed  and  dated  1.1.:  1956  Marc  Chagall 

PROVENANCE: 

From  the  artist  to  Galerie  Maeght,  Paris 

Purchased  from  Maeght  by  Perls  Galleries, 
New  York,  1965 

Purchased  from  Perls  by  Evelyn  Sharp,  1965 

EXHIBITIONS: 

Perls  Galleries,  New  York,  Marc  Chagall 
Paintings  1955-64,  Apr.  6-May  15,  1965,  not 
in  cat. 

National  Museum  of  Modern  Art,  Tokyo, 
Marc  Chagall,  Aug.  3  i-Sept.  23, 1976,  no.  13, 
repr.  Traveled  to  Kyoto  Municipal  Museum 
of  Art,  Sept.  26-Oct.  21,  1976;  Aichi  Mu- 
seum, Nagoya,  Nov.  7-16, 1976;  Kumamoto 
Museum,  Nov.  20-Dec.  26,  1976 

Roses  and  Mimosas  combines  several  of 
Chagall's  motifs  of  the  first  half  of  the  1950's. 
IvltirC  C    n3.P^3.1  The  setting  is  the  artist's  studio  in  St.  Paul 

O  de  Vence,  where  he  had  purchased  a  villa  in 

1950.  The  landscape  of  southern  France  is 
viewed  through  the  window,  while  a  full  dis- 
play of  fruits  and  flowers  occupies  the  fore- 
ground. Manifested  here  is  Chagall's  interest 
in  the  lush  flora  of  the  Mediterranean,  which 
had  been  reawakened  by  his  trips  to  Israel 
and  Greece  in  the  early  50's. 

The  mother  and  child  theme  shown  in  this 
canvas  had  absorbed  Chagall  early  in  his 
career  and  was  reintroduced  into  his  work  in 
the  late  40's:  it  is  an  important  element  in  the 
"Paris  Series,"  his  first  major  postwar  effort. 
This  emblem  of  maternal  protection  now  re- 
places the  lover  motif,  reflecting  the  artist's 
concern  with  the  fate  of  the  human  race 
during  this  troubled  period.  Chagall  uses 
the  candlestick  throughout  his  oeuvre  in  a 
variety  of  symbolic  ways.  If  it  has  a  signifi- 
cance beyond  that  of  a  still  life  object,  its 
meaning  here  is  elusive.  The  donkey  has 
often  symbolized  the  male  presence,  but  its 
source  in  this  work  probably  is  in  the  recur- 
ring image  of  the  equestrienne  in  Chagall's 
circus  lithographs  and  paintings. 

p.v. 
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Kees  van  Dongen 
1877-1968 


"Caoutchouc"  at  the  Medrano  Circus.  1905 
("Caoutchouc"  au  Cirque  Medrano) 
Oil  on  canvas,  25V2  x  2.1 3/s"  (64.8  x  54.3  cm.) 
Signed  l.r.:  Van  Dongen 

PROVENANCE: 

From  the  artist  to  Van  der  Klip  family,  Paris 

Purchased  from  Van  der  Klip  family  by  Perls 
Galleries,  New  York,  1968 

Purchased  from  Perls  by  Evelyn  Sharp,  1973 

EXHIBITIONS: 

Musee  National  d'Art  Moderne,  Paris,  Van 
Dongen,  Oct.  13-Nov.  26, 1967,  no.  35,  repr. 
(La  Mome  Caoutchouc).  Traveled  to  Mu- 
seum Boymans-van  Beuningen,  Rotterdam, 
Dec.  8,  1967-Jan.  28, 1968 

Perls  Galleries,  New  York,  24  Major  Acqui- 
sitions, Apr.  21-May  30, 1970,  no.  21,  repr. 

The  University  Museum  of  Art,  University 
of  Arizona,  Tucson,  Cornells  Theodorus 
Marie  van  Dongen,  Feb.  14-Mar.  31, 1971, 
p.  80,  repr.,  p.  182,  no.  154.  Traveled  to  Nel- 
son Gallery-Atkins  Museum,  Kansas  City, 
Missouri,  Apr.  23-May  23, 1971 

Museum  of  Art,  Carnegie  Institute,  Pitts- 
burgh, Celebration,  Oct.  26, 1974-Jan.  5, 
1975,  no.  30,  repr. 

The  Museum  of  Modern  Art,  New  York, 
The  "Wild  Beasts":  Fauvism  and  Its  Affini- 
ties, Mar.  26-June  1, 1976,  p.  67,  repr.  Trav- 
eled to  San  Francisco  Museum  of  Modern 
Art,  June  29-Aug.  15, 1976;  The  Kimbell  Art 
Museum,  Fort  Worth,  Sept.  n-Oct.  31, 1976 

Kees  van  Dongen  responded  enthusiastically 
to  the  early  Fauves  and  started  to  work  in 
their  revolutionary  style  in  1905-06.  His  first 
attempts  in  this  direction  displayed  height- 
ened color  intensity,  loosening  of  form  and 
flattening  of  space.  Uninterested  in  theory  or 
intellectual  program,  he  took  delight  in  the 
sensuality  of  rich  color,  flowing  rhythms  and 
the  depiction  of  provocative  gestures. 

Van  Dongen's  subject  matter  set  him  apart 
from  the  Fauve  circle  but  was  most  appropri- 
ate for  his  unique  style.  His  subjects  are 
mainly  dancers,  other  performers  and  anony- 
mous participants  in  Montmartre  nightlife. 


The  night  scenes  of  Toulouse-Lautrec  and 
Picasso  can  be  considered  precedents  for 
these  paintings,  but  van  Dongen's  interpreta- 
tions strike  sharper  notes  of  eroticism  and 
violence.  An  example  is  his  portrayal  of 
"Caoutchouc"  ("India  Rubber"),  a  contor- 
tionist at  the  popular  Medrano  Circus,  with 
her  knotted  body,  reddened  face  and  tightly 
gripped  knife.  The  stage  set  with  its  relaxed 
arabesques  seems  removed  from  the  tension 
of  this  performer's  action  but  nonetheless 
echoes  her  arching  body. 

P.V. 
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Kees  van  Dongen 


Little  Girl  with  a  Hat.  1906 

(La  Fillette  au  chapeau) 

Oil  on  canvas,  z$Yn  x  2.1  Va"  (65.1  x  54  cm.) 

Signed:  1.1.:  Van  Dongen 

PROVENANCE: 

Daniel-Henry  Kahnweiler,  Paris 

Purchased  from  Kahnweiler  by  Theodore 
Schempp,  Paris 

Purchased  from  Schempp  by  Lee  A.  Ault, 
New  York,  1957 

Purchased  from  Ault  by  Perls  Galleries,  New 
York,  1966 

Purchased  from  Perls  by  Evelyn  Sharp,  1966 

This  work  presents  one  of  van  Dongen's  fa- 
vorite themes:  the  female  sitter  wearing  a 
large  hat.  The  hat  allows  him  to  explore  a 
variety  of  color  and  textural  possibilities 
which  play  a  major  role  in  the  painting.  Van 
Dongen  often  presented  his  backgrounds  as 
amorphous,  spatially  ambiguous  areas  with 
little  color  intensity  so  they  did  not  interfere 
with  the  brilliant  chromatic  displays  of  his 
subjects. 

Perhaps  the  artist's  most  unsettling  practice 
is  his  use  of  green  to  accent  the  shadows  of 
his  models'  pale-complected  faces.  These 
greens  combined  with  the  searing  blue  eyes 
and  red  lips  of  the  child  in  this  canvas  pro- 
duce an  icy  and  haunting  countenance. 


p.v. 
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38  The  Table  (Garden  at  Le  Havre).  1905 

(La  Table  [Jardin  du  Havre]) 
Oil  on  canvas,  21 V2  x  18V2"  (54.6  X47cm.) 
Signed  l.r.:  R.  Dufy 

PROVENANCE: 

Heinz  Berggruen,  Paris 

Purchased  from  Berggruen  by  Perls  Galleries, 
New  York,  1961 

Purchased  from  Perls  by  Evelyn  Sharp,  1963 

exhibition: 

Perls  Galleries,  New  York,  21  Major  Acquisi- 
tions, Oct.  9-Nov.  17,  1962,  no.  3,  repr. 

REFERENCES: 

Courthion,  Pierre,  Raoul  Dufy,  Geneva, 
1951,  p.  xvm,  pi.  31 

Laffaille,  Maurice,  Raoul  Dufy:  Catalogue 
raisonne  de  I'oeuvre  peint  de  1895  a  191 5, 
vol.  I,  Geneva,  1972,  p.  167,  no.  195,  repr. 

As  early  as  1904  Dufy  was  starting  to  break 
away  from  an  Impressionist  manner  of  paint- 
rv3.0lll    DUlV  ing  to  experiment  with  a  brighter  palette  and 
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1877-1953 


areas  of  flat  color.  He  experienced  a  major 
revelation  when  he  saw  Matisse's  Luxe, 
calme  et  volupte  at  the  Salon  des  Indepen- 
dants  in  the  spring  of  1905.  Dufy  later 
recalled  his  reaction  to  this  work:  "I  under- 
stood the  new  raison  d'etre  of  painting  and 
impressionist  realism  lost  its  charm  for  me 
as  I  beheld  this  miracle  of  creative  imagina- 
tion at  play,  in  color  and  drawing." 

Dufy  returned  to  his  hometown  of  Le  Havre 
that  summer  and,  amidst  the  beaches  and 
gardens  that  were  the  Impressionists'  favo- 
rite subjects,  attempted  to  liberate  his  vision 
from  natural  light  and  color  and  worked 
with  a  chromatic  scheme  of  pink,  blue  and 
green.  The  Table  probably  dates  from  this 
period  of  new  direction.  The  lack  of  organi- 
zation of  the  background  reveals  Dufy's  hesi- 
tancy and  the  doubts  he  suffered  until  his 
more  confident  works  of  1906. 

p.v. 
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Raoul  Dufy 


The  Gate.  1930 

(La  Grille) 

Oil  on  canvas,  51^  x  64"  (130.2  x  162.5  cm.) 

Signed  l.r.:  Raoul  Dufy 

PROVENANCK: 

Valentine  Dudensing,  Thenon,  France 

Purchased  from  Dudensing  by  Perls  Galleries, 
New  York,  1950 

Purchased  from  Perls  by  Evelyn  Sharp,  1952 

I  XHIBITIONS: 

Perls  Galleries,  New  York,  Raoul  Dufy,  Oct. 
30-Nov.  25, 1950,  no.  11,  repr. 

Perls  Galleries,  New  York,  The  Perls  Gal- 
leries Collection  of  Modern  French  Paintings, 
Catalogue  No.  7,  Feb.  26-Mar.  24,  Mar.  26- 
Apr.  21, 1951,  no.  56 

Perls  Galleries,  New  York,  The  Perls  Gal- 
leries Collection  of  Modern  French  Pai)itings, 
Catalogue  No.  8,  Mar.  3-Apr.  5,  Apr.  7-May 
10, 1952,  no.  35 

Perls  Galleries,  New  York,  Raoul  Dufy: 
Twenty  Masterpieces,  Sept.  28-Oct.  31, 1953, 
no.  10 

San  Francisco  Museum  of  Art,  Raoul  Dufy 
1877-1953,  May  12-July  4,  1954,  p.  32,  no. 
46,  repr.  Traveled  to  Los  Angeles  County 
Museum,  July  14-Sept.  12, 1954 

The  Cleveland  Museum  of  Art,  Fifty  Years 
of  Modern  Art,  June  1 5-July  31, 1966,  no.  51, 
repr. 

REFERENCES: 

Werner,  Alfred,  Raoul  Dufy  (1877-1953), 
New  York,  1953,  pi.  18 

Laffaille,  Maurice,  Raoul  Dufy:  Catalogue 
raisonne,  vol.  II,  Geneva,  1972,  p.  312,  no. 
806 

Dufy  evolved  towards  his  most  character- 
istic expression  after  he  had  investigated 
Fauvism  and  Cubism.  Essential  to  this  devel- 
opment were  the  woodcut  illustrations  and 
fabric  designs  he  executed  in  1910-12;  the 
woodcuts  display  a  stylized  patterning  of 
black  and  white  forms,  while  the  textiles  are 
marked  by  a  decorative  linearity  superim- 
posed on  flat  areas  of  color.  Dufy  refined  this 


personal  and  lively  calligraphy,  using  the 
briefest  notations  to  describe  the  figure  or 
object.  He  applied  his  colors  in  large  unmod- 
eled  areas  and  often  subdued  their  intensity 
by  adding  white  to  them.  Dufy's  statements 
are  elegant  and  relaxed,  which  is  most  suit- 
able for  his  themes  of  luxury  and  comfort, 
such  as  the  chateau  in  the  present  work. 

A  reproduction  of  a  pencil  sketch  for  The 
Gate  dated  1928  appears  in  Berr  de  Turique, 
Marcelle,  Raoul  Dufy,  Paris,  1930,  facing 
p.  176. 

p.v. 
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42  At  the  Circus.  1934 

(Au  Cirque) 


Raoul  Dufy 


Oil  on  canvas,  15  Vi  x  32."  (65.4  x  81.3  cm.) 
Signed  and  dated  l.r.  of  center:  Raoul  Dufy 
1934 

PROVENANCE: 

Commissioned  by  Dr.  A.  Roudinesco,  Paris 

Purchased  at  auction  (Parke-Bernet  Cal- 
leries,  Inc.,  New  York,  The  Roudinesco  Col- 
lection of  Paintings  of  the  School  of  Paris, 
Oct.  10,  1968,  lot  Z742.,  no.  67,  repr.)  by 
Evelyn  Sharp 

EXHIBITIONS: 

Kunsthalle  Basel,  Vlatninck  Dufy  Rouault, 
May  14-June  8, 1938,  no.  76 

Calerie  Charpentier,  Paris,  Chevaux  et  cava- 
liers, 1948,  no.  53 

Musee  National  d'Art  Moderne,  Paris,  Raoul 
Dufy,  June  18-Nov.  1,  1953,  no.  72,  pi.  xx 

The  Tate  Gallery,  London,  Raoul  Dufy,  Jan. 
9-Feb.  7, 1964,  no. 68 

Galerie  Bernheim-Jeune-Dauberville,  Paris, 
Chefs  d'  oeuvre  de  Raoul  Dufy,  Apr.-July 
1959,  no.  31,  pi.  13 

REFERENCE: 

Brion,  Marcel,  Raoul  Dufy:  Paintings  and 
Watercolors,  London,  1958,  p.  111,  no.  57, 
repr. 

Dr.  Roudinesco  was  an  enthusiastic  sup- 
porter of  the  early  School  of  Paris  and  built 
his  collection  around  the  works  of  van  Don- 
gen,  Dufy,  Utrillo  and  Vlaminck.  He  was  a 
personal  friend  of  these  artists  and  at  times 
commissioned  works  from  them.  At  the  Cir- 
cus was  executed  at  the  request  of  Roudin- 
esco, who  often  accompanied  Dufy  to  the 
circus  when  he  made  preliminary  sketches. 

P.V. 
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Fernand  Leger 
1881-1955 


Starfish.  1942 
(L'Etoilcde  mer) 

Oil  on  canvas,  58  \  50"  (147.3  x  1  27  cm.) 

Signed  and  dared  l.r.:  N.Y.  42  /  /;.  Leger; 
signed,  dated  and  inscribed  on  reverse  u.l.: 
L'etoile  de  mer  I  F.  Leger  —  42 

PROVENANCE: 

From  the  artist  to  Valentine  Dudensing  Gal- 
lery, New  York 

Purchased  from  Dudensing  by  Sidney  Janis 
Gallery,  New  York,  late  1940's 

Purchased  from  Janis  by  Lee  A.  Ault,  New 
York,  1957 

Purchased  from  Ault  by  Perls  Galleries,  New 
York,  1966 

Purchased  from  Perls  by  Evelyn  Sharp,  1967 

Fractional  interest  given  by  Mrs.  Sharp  to 
The  Solomon  R.  Guggenheim  Museum, 
New  York,  1977 

EXHIBITIONS: 

Sidney  Janis  Gallery,  New  York,  Leger: 
Major  Themes,  Jan.  2-Feb.  2,  1957,  no.  22, 
repr. 

Perls  Galleries,  New  York,  24  Major  Acqui- 
sitions, Mar.  14-Apr.  29, 1967,  no.  10,  repr. 

Starfish  belongs  to  the  Divers  or  Llongeurs 
series  that  Leger  painted  in  America  from 
1 940-44.  The  artist  left  Marseilles,  where  he 
had  been  living,  in  October  1 940  for  his 
fourth  visit  to  New  York.  Caught  by  World 
War  II,  he  was  to  remain  in  this  country  until 
the  end  of  hostilities.  The  genesis  of  the 
theme  of  the  series,  he  has  written,  was  his 
impression,  just  before  embarkation,  of  a 
crowded  beach  near  Marseilles  (Kuh,  Katha- 
rine, Leger,  Chicago,  1953,  p.  54). 

This  large  oil  was  completed  in  1942  and  is 
one  of  the  important  works  in  the  series.  The 
culminating  composition  is  The  Great  Divers 
(Black)  of  1 944  (Grand  Palais,  Paris,  Fernand 
Leger,  Oct.  15-Jan.  10,  1972,110.  149,  repr.) 
which  is  in  the  collection  of  Galerie  Maeght, 
Paris. 


I..A.S. 
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Fernand  Leger 


Builders  with  Rope.  1 950 

(Constructeurs  au  cordage) 

Oil  on  canvas,  63V2  X44%"  (161. 2  x  114  cm.) 

Signed  and  dated  l.r.:  50  I  F.  Leger;  signed, 
dated  and  inscribed  reverse  u.l.:  Etude  pour  I 
Les  Constructeurs  I  F.  Leger  —  50  /  Con- 
structeurs I  au  cordage 

PROVENANCE: 

From  the  artist's  widow  to  Galerie  Louise 

Leiris  (Daniel-Henry  Kahnweiler),  Paris, 

1959 

Purchased  from  Leiris  by  Stephen  Hahn, 

New  York,  1968 

Purchased  from  Hahn  by  Perls  Galleries, 
New  York,  1968 

Purchased  from  Perls  by  Evelyn  Sharp,  1968 

Fractional  interest  given  by  Mrs.  Sharp  to 
The  Solomon  R.  Guggenheim  Museum, 
New  York,  1977 

EXHIBITIONS: 

The  Solomon  R.  Guggenheim  Museum,  New 
York,  Fernand  Leger:  Five  Themes  and  Vari- 
ations, Feb.  28-Apr.  29, 1962,  no.  53,  repr. 

Musee  Cantini,  Marseilles,  Fernand  Leger, 
June-Aug.  1966,  no.  76,  repr. 

Tel  Aviv  Museum,  Helena  Rubinstein  Pavil- 
ion, Fernand  Leger  (1881-1955),  Apr.-May 
1967,  no.  29 

Perls  Galleries,  New  York,  Fernand  Leger 
(1881-1955):  Oil  Paintings,  Nov.  12-Dec.  21, 
1969,  no.  27,  repr. 

Grand  Palais,  Paris,  Fernand  Leger,  Oct.  15, 
1971-Jan.  10, 1972,  no.  168,  repr. 

Builders  with  Rope  is  a  part  of  a  major  theme, 
The  Builders  or  Les  Constructeurs,  on  which 
Leger  worked  in  1950-51.  He  was  impressed 
by  all  the  new  construction  underway  in  the 
revitalized  France  he  returned  to  after  the 
War,  and  the  idea  for  the  series  came  to  him 
on  seeing  men  working  on  rising  girders  of  a 
building  near  the  road  to  Chevreuse. 

In  this  composition  Leger  has  emphasized  the 
rope,  treating  it  as  an  important  rhythmic 
element  in  the  lower  foreground.  In  The 
Great  Builders  (Final  Version),  1950,  Collec- 
tion Musee  Fernand  Leger,  Biot,  France 
(Paris,  Grand  Palais,  Leger,  1971-72^0.  171, 


repr.),  however,  branches  replace  the  rope  as 
horizontal  compositional  devices,  and  the 
rope  dangles  vertically  from  a  girder.  "In  The 
Builders  I  tried  to  get  the  most  violent  con- 
trasts by  opposing  human  figures  painted 
with  scrupulous  realism  to  the  clouds  and  the 
metallic  structures"  (Leger,  Fernand,  Func- 
tion in  Painting,  New  York,  1971,  p.  187). 

L.A.S. 
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Aristide  Maillol 
1861-1944 


Monument  to  Debussy.  1930 

(Monument  a  Debussy) 

Bronze,  36V4  x  40  x  19%" 
(92.1  x  101.6  x  50.2  cm.) 

Signed  and  inscribed  on  base  v.:  A.  Maillol/ 
j/6;  inscribed  on  base  rear:  Alexis  Rudier/ 
Fondeur/ Paris 

Cast  no.:  5/6 

PROVENANCE: 

Estate  of  the  artist 

Dina  Vierny,  Paris 

Purchased  from  Vierny  by  Perls  Galleries, 
New  York,  1966 

Purchased  from  Perls  by  Evelyn  Sharp,  1968 

EXHIBITIONS: 

Perls  Galleries,  New  York,  24  Major  Acquisi- 
tions, Mar.  14-Apr.  29,  1967,  no.  11,  repr. 

The  Solomon  R.  Guggenheim  Museum,  New 
York,  Aristide  Maillol:  1861-1944,  Dec.  19, 
1975-Mar.  21, 1976,  no.  89,  repr. 

Maillol's  original  Monument  to  Debussy  was 
sculpted  in  stone  and  dedicated  at  the  birth- 
place of  the  composer,  Saint-Germain-en- 
Laye,  near  Paris,  on  July  9,  1930.  Subse- 
quently a  plaster  model  of  the  monument 
was  made;  an  edition  of  six  bronzes  was 
cast  from  this  model.  Musical  notes  on  a 
staff  carved  into  the  base  of  the  stone  monu- 
ment are  absent  in  the  bronze  casts. 


H.F. 
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Henri  Matisse 
1869-1954 


Still  Life  with  Three  Vases.  1933 
(Nature  morte  aux  trois  vases) 
Oil  on  canvas,  28^/4  x  23 V»"  (73  x  60  cm.) 
Signed  and  dated  1.  r.:  Henri  Matisse  1933 

PROVENANCE: 

From  the  estate  of  the  artist  to  Mme.  Georges 
Duthuit,  Paris 

Purchased  from  Mme.  Duthuit  by  Frank 
Perls  Gallery,  Beverly  Hills,  1966 

Purchased  from  M.  Knoedler  &  Co.,  Inc., 
New  York,  by  Perls  Galleries,  New  York, 
1966 

Purchased  from  Perls  by  Evelyn  Sharp,  1966 

EXHIBITIONS: 

UCLA  Art  Galleries,  Los  Angeles,  Henri 
Matisse,  Jan.  5-Feb.  27, 1966.  Traveled  to 
The  Art  Institute  of  Chicago,  Mar.  1  i-Apr. 
24,  1966;  Museum  of  Fine  Arts,  Boston,  May 
1  i-June  26,  1966,  no.  73,  repr.,  p.  101  (pri- 
vate collection,  Paris,  1935) 

Statens  Museum  for  Kunst,  Copenhagen, 
Matisse:  En  retrospectiv  udstillung,  Oct.  10- 
Nov.  29, 1970,  no.  56,  repr.  (1935) 

From  1931  to  1933  Matisse  was  largely  oc- 
cupied with  two  projects  outside  the  realm  of 
easel  painting:  a  commission  to  design  the 
murals  for  the  lunettes  above  the  three  French 
windows  in  the  central  gallery  of  The  Barnes 
Foundation,  Merion,  Pennsylvania,  and  the 
illustration  of  a  new  edition  by  Albert  Skira 
of  Mallarme's  poetry.  Early  in  193 1  the  artist 
returned  to  Nice  from  the  United  States 
after  accepting  Dr.  Barnes'  commission.  He 
worked  the  next  three  winters  of  1930-31, 
1931-32  and  1932-33  in  southern  France  on 
the  murals.  During  the  winter  of  1932-1933, 
Matisse  produced  this  oil,  one  of  his  few  easel 
canvases  of  the  period.  As  Alfred  H.  Barr,  Jr. 
noted,  the  minimal  detail  of  the  Barnes  deco- 
rations and  Mallarme  illustrations  affected 
his  easel-painting  style  (Matisse:  His  Art  and 
his  Public,  New  York,  1951,  p.  246).  The 
restraint  in  detail  and  modeling  as  well  as 
the  repetition  of  blues,  greens,  reds,  pinks 
and  yellows  endow  this  canvas  with  sim- 
plicity and  a  sense  of  two  dimensionality. 


H.F. 
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52  Composition.  1933 

Wool  tapestry,  75  x  96  V2" 
(190.5  x  2.43.8  cm.) 

Label  sewn  on  reverse  1.1.  edge:  Marie  Cut- 
toli (barely  legible) 

PROVENANCE: 

Purchased  from  Marie  Cuttoli  by  James 
Johnson  Sweeney,  New  York 

Purchased  from  Sweeney  by  Perls  Galleries, 
New  York,  1966 

Purchased  from  Perls  by  Evelyn  Sharp,  1969 

REFERENCES: 

Hiittinger,  Eduard,  Miro,  Bern,  1957,  pi.  22 

Cassou,  Jean,  Damain,  Max  and  Moutard- 
Uldry,  Renee,  La  Tapisserie  franfaise  et  les 
peintres  cartonniers,  Paris,  1957,  p.  40,  repr. 

Marie  Cuttoli,  wife  of  a  wealthy  lawyer  and 
diplomat,  Paul  Cuttoli,  was  a  well-known 
collector  and  patron  of  contemporary  art  in 
Paris.  She  became  interested  in  tapestries 
early  in  the  1930's  and  began  working  with 
weavers  in  an  atelier  in  Aubusson.  Friendly 
with  Picasso,  Braque,  Rouault,  Matisse  and 
Miro,  among  others,  she  first  had  their  pre- 
D.   IoQ-^  existing  compositions  converted  into  tapes- 

tries and  later  commissioned  the  artists  to 
create  cartoons  expressly  for  weaving. 

The  cartoon  for  this  tapestry  was  one  of  a 
series  of  four  commissioned  from  Miro  by 
Marie  Cuttoli  in  1933.  The  cartoon,  Person- 
ages with  Star,  1933,  is  now  in  the  collection 
of  The  Art  Institute  of  Chicago  (Dupin, 
Jacques,  Joan  Miro:  Life  and  Work,  New 
York,  1962,  no.  367,  repr.).  A  second  tap- 
estry is  said  to  have  been  made  from  the 
cartoon  at  this  time  for  Mme.  Cuttoli;  its 
present  whereabouts  is  unknown. 

The  Sharp  tapestry  is  freely  adapted  from 
the  cartoon,  but  conforms  in  general  to  it  in 
size,  palette  and  composition.  As  in  all  low 
warp  loom  weaving,  the  design  is  woven 
from  the  back  so  that  the  configurations  of 
the  cartoon  are  reversed  on  the  front  of  the 
tapestry. 

L.A.S. 
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54  The  Flight  of  a  Bird  over  the  Plain  III.  July 

1939 
(Le  Vol  de  l'oiseau  sur  la  plaine  III) 

Oil  on  burlap,  35  V4  X45V2" 
(89.5  xi  15.5  cm.) 

Signed,  dated  and  inscribed  on  reverse  u.l.: 
JOAN  MIRO  I  "Le  vol  de  /'  oiseau  I  sur  la 
plaine"  III/ 7  —  939 

PROVENANCE: 

From  the  artist  to  Pierre  Matisse  Gallery, 
New  York,  1939 

Purchased  from  Matisse  by  Perls  Galleries, 
New  York,  1957 

Purchased  from  Perls  by  Evelyn  Sharp,  1963 

Fractional  interest  given  by  Mrs.  Sharp  to 
The  Solomon  R.  Guggenheim  Museum, 
New  York,  1977 

EXHIBITIONS: 

The  Contemporary  Arts  Center,  Cincinnati, 

Modern  Masterpieces  for  Collectors,  Dec.  9- 

17, 1959 

Perls  Galleries,  New  York,  Alexander  Calder 

—Joan  Miro,  Feb.  21-Apr.  1, 1961,  no.  zo, 

repr. 

REEERENCES: 

Greenberg,  Clement,  Joan  Miro,  New  York, 
i948,p.  95,  pi.  i.viii 

Dupin,  Jacques,  Joan  Miro:  Life  and  Work, 
New  York,  1962,  pp.  348-350,  no.  522,  repr. 

Four  versions  of  this  work  were  painted  dur- 
ing the  month  of  July  1 939.  At  this  time  Miro 
was  staying  in  the  small  village  of  Varenge- 
ville  on  the  Normandy  coast,  a  few  miles 
from  Dieppe  (Dupin,  p.  346).  Dupin  relates 
that  the  idea  for  the  painting  came  to  Miro 
while  he  was  on  a  train  on  his  way  to  Var- 
engeville  and  saw  from  the  window  a  large 
flock  of  black  crows  winging  over  the  plains 
of  Normandy.  He  immediately  made  a 
sketch  of  his  impression  which  was  later 
developed  into  this  series. 

I..A..S. 
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Joan  Miro 


Woman  in  the  Night.  March  i,  1945 

(Femmc  dans  la  nuit) 

Oil  on  canvas,  51V8  x  6^/4" 
(129.9  x  161. 9  cm.) 

Signed,  dated  and  inscribed  on  reverse  u.l.: 
Miro  I  1  -3-45  I  "femme  I  dans  la  unit" 

PROVENANCE: 

From  the  artist  to  Galerie  Maeght,  Paris 

Purchased  from  Maeght  by  Perls  Galleries, 
New  York,  1967 

Purchased  from  Perls  by  Evelyn  Sharp,  1968 

Fractional  interest  given  by  Mrs.  Sharp  to 
The  Solomon  R.  Guggenheim  Museum, 
New  York,  1977 

EXHIBITIONS: 

Palais  des  Beaux-Arts,  Brussels,  Joan  Miro, 
Jan.  6-Feb.  7, 1956,  no.  48 

Kunsthalle  Basel,  Joan  Miro,  Mar.  24-Apr. 
29, 1956,  no.  55 

Musee  National  d'Art  Moderne,  Paris,  Joan 
Miro,  June-Nov.  1962,  no.  76 

Haus  der  Kunst,  Munich,  Franzosische  Mal- 
erei  der  Gegenwart,  Mar.  30-May  12, 1963, 
no.  158,  pi.  V 

Marlborough  Fine  Art  Ltd.,  London,  Joan 
Miro,  spring  1966,  no.  1,  repr. 

National  Museum  of  Modern  Art,  Tokyo, 
Joan  Miro:— Japan,  1966,  Aug.  26-Oct.  9, 
1966,  no.  67.  Traveled  to  National  Museum 
of  Modern  Art,  Kyoto,  Oct.  20-Nov.  30, 1966 

Perls  Galleries,  New  York,  24  Major  Acqui- 
sitions, Feb.  27-Apr.  6, 1968,  no.  15,  repr. 

REFERENCES: 

Prevert,  Jacques  and  Ribemont-Dessaignes, 
G.,  Joan  Miro,  Paris,  1956,  p.  65,  repr. 

Derrierele  miroir,  Paris,  no.  117, 1959,  p.  98, 
repr. 

Weelen,  Guy,  Miro:  1940-1955,  New  York, 
i960,  pi.  3 

Dupin,  Jacques,  Joan  Miro:  Life  and  Work, 
New  York,  1962,  p.  379,  no.  648,  repr. 

Lassaigne,  Jacques,  Joan  Miro:  Biographical 
and  Critical  Study,  Geneva,  1963,  p.  87,  repr. 


In  1945  Miro  began  a  new  series  of  large 
paintings  generally  referred  to  as  Women  in 
the  Night  (Dupin,  nos.  643-661).  These  date 
from  January  through  October;  this  canvas 
was  painted  on  March  1.  They  are  character- 
ized by  figures  of  women,  stars,  birds,  signs 
and  "dumbbell"  images  comprised  of  pairs 
of  flat  black  disks  connected  by  a  thin  line. 
These  forms  are  set  against  a  light  ground, 
which  creates  a  sense  of  vast  and  indeter- 
minate space.  Miro  animates  this  space  by 
juxtaposing  flat,  solid  shapes,  primarily 
black,  red,  blue  and  green,  with  elegant 
curved  or  broken  lines  which  define  and 
animate  forms. 

L.A.S. 
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Amedeo  Modigliani 
1884-1920 


Pink  Caryatid.  191 3 
(Caryatide  rose) 

Watercolor,  21  Vi  x  17"  (54.6  x  43  cm.) 
Signed  1.1.:  Modigliani 

PROVENANCE: 

M.  Matarasso 

George  Wilemet 

Galerie  Alex  Maguy,  Paris 

Purchased  from  Maguy  by  Martha  Jackson 
Gallery,  New  York,  1958 

Purchased  from  Jackson  by  Perls  Galleries, 
New  York,  1967 

Purchased  from  Perls  by  Evelyn  Sharp,  1968 

EXHIBITIONS: 

Martha  Jackson  Gallery,  New  York,  Master 
Drawings,  Apr.  29-May  29, 1958 

Martha  Jackson  Gallery,  New  York,  New 
Acquisitions,  Sept.  18-Oct.  15, 1964 

Modigliani,  who  had  from  the  first  thought 
of  himself  as  a  sculptor  rather  than  a  painter, 
metBrancusi  in  1909.  From  then  through 
1914  he  worked  under  Brancusi  and  ab- 
sorbed many  aspects  of  his  style  and  tech- 
nique, particularly  carving  directly  in  stone. 
Modigliani  gave  up  sculpture,  probably  by 
191 5,  perhaps  because  he  was  too  poor  to  buy 
stone.  In  addition,  the  stone  dust  no  doubt  ag- 
gravated his  tubercular  condition.  During  the 
years  he  made  sculpture  he  drew  many  cary- 
atid figures— nude  females  with  raised  arms, 
standing  or  kneeling  in  the  manner  of  the 
Erectheum's  Porch  of  the  Maidens.  As  many 
as  seventy-five  such  drawings  have  been 
recorded  by  Lanthemann  {Modigliani:  Cata- 
logue Rat sonne,  Barcelona,  1970);  forty-five 
by  Rottisberger  ("Les  Caryatides  de  Modig- 
liani: notice  critique,"  Critica  d'arte,  vol.  7, 
no.  38,  i960,  pp.  98-1 12);  and  twenty-two  by 
Ceroni  [Amedeo  Modigliani:  Dessins  et 
sculptures,  Milan,  1965).  It  is  generally  sup- 
posed that  these  were  preliminary  studies  for 
sculptures,  but  only  one  complete  stone 
caryatid  has  survived:  Caryatid,  1912-13, 
Collection  The  Museum  of  Modern  Art, 
New  York,  Mrs.  Simon  Guggenheim  Fund 
(Ceroni,  no.  xxv,  pi.  no,  in).  All  the  other 
remaining  sculptures  are  heads. 


L.A.S. 
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Amedeo  Modigliani 


Portrait  of  Cheron.  c.  1916-17 
(Portrait  de  Monsieur  Cheron) 

Oil  on  canvas,  i8Vfc  x  i27/s"  (46  x  32.7  cm.) 
Signed  1.1.:  Modigliani 

PROVENANCE: 

Georges  Giroux,  Brussels 

Galerie  Rousso,  Paris 

E.  A.  Bragaline,  New  York 

Purchased  from  Bragaline  by  Perls  Galleries, 
New  York,  1957 

Purchased  from  Perls  by  Evelyn  Sharp,  1959 

EXHIBITION: 

Perls  Galleries,  New  York,  Amedeo  Modig- 
liani (1884-1920),  Oct.  29-Dec.  7, 1963,  no. 
12,  repr. 

REFERENCES: 

Werner,  Alfred,  Amedeo  Modigliani,  New 
York,  1966,  p.  28,  fig.  30 

Lanthemann,  J.,  Modigliani:  Catalogue 
Raisonne,  Barcelona,  1970,  p.  119,  no.  180, 
repr. 

Piccioni,  L.  and  Ceroni,  Ambrogio,  /  Dipinti 
di  Modigliani,  Milan,  1970,  p.  91,  no.  67, 
repr. 

Courthion,  Pierre,  Sontine:  Peintre  du 
Dechirant,  Lausanne,  1972,  p.  151,  repr. 

Cheron,  formerly  a  bookmaker  and  wine 
merchant  in  southern  France,  opened  an  art 
gallery  in  Paris  after  his  marriage  to  the 
daughter  of  a  well-known  Parisian  dealer 
(Sichel,  Pierre,  A  Biography  of  Amedeo 
Modigliani,  New  York,  1967,  p.  237).  Ac- 
cording to  legend,  Cheron  contracted  with 
Modigliani  to  become  his  dealer  and  pro- 
vided him  with  a  room  in  which  to  paint  in  the 
cellar  of  his  gallery  on  the  rue  de  la  Boetie. 
Here  the  artist  was  locked  in  each  day  with 
a  model,  paints  and  a  bottle  of  cognac  and 
was  only  released  when  he  finished  a  canvas, 
for  which  Cheron  paid  him  a  pittance. 

The  period  of  Modigliani's  contract  with 
Cheron  has  never  been  established.  It  has 
been  placed  as  early  as  1 9 1 3  and  as  late  as 
1917,  and  the  paintings  dated  accordingly. 
Klaus  Perls  feels  the  present  work  may  be 
dated  i9i6-i7on  stylistic  grounds. 

L.A.S. 
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Amedeo  Modigliani 


The  Red  Boy.  c.  19 16-17 

(Le  Garcon  rouge;  Petit  garcon  au  pot  de 
fleurs) 

Oil  on  canvas,  36  x  23V2"  (91.4  x  59.7  cm.) 

Signed  u.l.:  Modigliani;  inscribed  on  reverse, 
probably  not  by  the  artist:  Modigliani/ 
3  Joseph  Bar  a  I  Paris 

PROVENANCE: 

Leopold  Zborowski,  Paris,  19Z0 

Purchased  from  Zborowski  by  Alden  Brooks, 
California,  1922 

Acquired  from  Brooks  by  his  daughter,  Mrs. 
Corinne  Cornish,  Santa  Monica,  1946 

Purchased  from  Mrs.  Cornish  at  auction 
(Sotheby  &  Co.,  London,  Catalogue  of  Im- 
pressionist and  Modern  Paintings,  Drawings 
and  Sculpture,  Apr.  24, 1963,  no.  29,  repr.) 
by  Perls  Galleries,  New  York 

Purchased  from  Perls  by  Evelyn  Sharp,  1963 

EXHIBITIONS: 

Galerie  B.  Weill,  Paris,  Exposition  des 
Peintures  et  de  Dessins  de  Modigliani, 
Dec.  3-30, 1917,  no.  6  (le  garcon  rouge) 

Perls  Galleries,  New  York,  Amedeo  Modig- 
liani (1884-1920),  Oct.  29-Dec.  7, 1963, 
no.  11,  repr. 

Acquavella  Galleries,  Inc.,  New  York,  Loan 
Exhibition:  Amedeo  Modigliani,  Oct.  14- 
Dec.  13, 1971,  no.  23,  repr. 

REFERENCES: 

Werner,  Alfred,  Amedeo  Modigliani,  New 
York,  1966,  p.  29,  fig.  31 

Lanthemann,  J.,  Modigliani:  Catalogue 
Raisonne,  Barcelona,  1970,  p.  128,  no.  306, 
pi.  306  [Petit  garfon  au  pot  de  fleurs,  191 8) 

Although  this  work  has  been  dated  variously 
from  1915  through  1918,  it  is  impossible  to 
place  precisely.  If  the  inscription  on  the 
reverse  were  in  the  artist's  hand,  it  could 
indicate  the  period  during  which  Modigliani 
lived  in  Leopold  Zborowski's  apartment  at  3, 
rue  Joseph  Bara,  that  is,  from  the  winter  of 
1917  until  the  summer  of  the  same  year  when 
he  moved  with  Jeanne  Hebuterne  to  a  studio 
on  the  rue  de  la  Grande-Chaumiere.  How- 
ever, the  inscription  appears  not  to  be  by 


Modigliani  and  could  have  been  added  at 
any  time  after  Zborowski  moved  to  rue 
Joseph  Bara  in  1916.  The  painting,  therefore, 
may  date  from  1916  or  early  1917. 

Lanthemann  records  (p.  389,  no.  993)  a 
crayon  drawing  of  a  boy  in  a  sailor  suit  who 
resembles  the  model  in  the  Red  Boy.  He  dates 
both  the  drawing  and  the  present  oil  as  1918. 
There  is  another  painting  of  a  Boy  in  Sailor 
Suit,  dated  1917,  in  the  Barnes  Foundation, 
Merion,  Pennsylvania,  which  is  similar  in 
pose  and  size  to  the  Sharp  portrait  but  ap- 
pears to  be  of  a  different  model  (Lanthemann, 
p.  241,110.  307,  repr.). 

L.A.S. 
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Amedeo  Modigliani 


Reclining  Nude  with  Raised  Arms.  1917-18 
(Nu  couche  aux  bras  leves) 
Oil  on  canvas,  23%  x  3 6 '/4 "  (60  x  99.2  cm.) 
Signed  u.r.:  Modigliani 

PROVENANCE: 

Collection  Netter,  Paris 

Purchased  from  Collection  Netter  by  Perls 
Galleries,  New  York,  1965 

Purchased  from  Perls  by  Evelyn  Sharp,  1965 

EXHIBITIONS: 

Perls  Galleries,  New  York,  The  Nudes  of 
Modigliani,  Oct.  n-Nov.  12, 1966,  no.  2, 
repr. 

Acquavella  Galleries,  New  York,  Loan  Ex- 
hibition: Amedeo  Modigliani,  Oct.  14-Nov. 
13, 1971,  no.  1 8,  repr. 

REFERENCES: 

Lanthemann,  J.,  Modigliani:  Catalogue 
Raisonne,  Barcelona,  1970,  p.  124,  no.  241, 
pi.  241 

Piccioni,  L.  and  Ceroni,  Ambrogio,  /  Dipinti 
di  Modigliani,  Milan,  1970,  p.  95,  no.  144, 
repr. 

One  of  Modigliani's  favorite  subjects  was  the 
reclining  female  nude.  Ceroni  has  recorded 
twenty-two  oils  of  this  theme  painted  be- 
tween 1916  and  1919  (pp.  95-104,  repr.). 
Most  of  these  portray  a  warm-fleshed  girl 
from  the  knees  up,  often  with  the  hands  or 
portions  of  the  arms  broken  off  by  the  frame, 
stretched  out  invitingly  against  the  pillows 
of  a  couch. 

In  December  1917,  when  Modigliani  was 
given  his  first  one-man  exhibition  at  Berthe 
Weill's  gallery  in  Paris,  four  of  his  nudes  were 
shown.  One  was  placed  in  the  window  of  the 
gallery  and  immediately  attracted  the  atten- 
tion of  the  police,  who  quickly  closed  the 
exhibition.  The  resulting  scandal  brought 
fame  as  well  as  notoriety  to  the  artist,  and  a 
number  of  collectors  came  to  purchase  his 
works.  Among  those  was  Jacques  Netter,  a 
well-known  collector  who  bought  several 
canvases  at  this  time  and  subsequently  many 
other  works  by  Modigliani  (Sichel,  Pierre, 
Modigliani:  A  Biography  of  Amedeo  Modi- 
gliani, New  York,  1967,  pp.  402,  420).  This 
painting  remained  in  the  Netter  family  until 
it  was  purchased  in  1 965  by  Evelyn  Sharp. 

L.A.S. 
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Amedeo  Modigliani 


Portrait  of  Thora  Klinckowstrom.  November 
1919 

(Portrait  de  Thora  Klinckowstrom) 

Oil  on  canvas,  39V1  x  25V2"  (99.7  x  64.8  cm.) 

Signed  u.r.:  Modigliani 

PROVENANCE: 

Leopold  Zhorowski,  Paris 

Purchased  from  Zhorowski  by  Hugh  Blaker, 
London, by  1911 

Sir  Victor  Schuster 

Purchased  from  Schuster  through  Reid  and 
Lefevre  Gallery,  London,  by  James  Archdale, 
Birmingham,  England,  1942. 

Purchased  from  Archdale  by  Perls  Galleries, 
New  York,  1974 

Purchased  from  Perls  by  Evelyn  Sharp,  1975 

EXHIBITIONS: 

Museum  and  Art  Gallery,  Birmingham, 
England 

Marlborough  Fine  Art  Ltd.,  London, 
Nineteenth  and  Twentieth  Century  French 
Painting  from  English  Private  Collections, 
June-July  1965,110.  23 

Acquavella  Galleries,  Inc.,  New  York,  Loan 
Exhibition:  Amedeo  Modigliani,  Oct.  14- 
Nov.  12, 1971,  no.  52,  repr. 

Perls  Galleries,  New  York,  30  Major  Acquisi- 
tions, Apr.  8-May  17, 1975,  no.  20,  repr. 

REFERENCES: 

Meidner,  Ludwig,  "The  Young  Modigliani," 
The  Burlington  Magazine,  vol.  xxxn,  no. 
481,  Apr.  1943,  p.  90,  fig.  D  (erroneously 
entitled  Jeanne  Hebuterne) 

Urquhart,  Murray,  "The  Blaker  Diary:  Some 
Extracts  with  a  Memoir  by  Murray  Urqu- 
hart," Apollo,  vol.  i.xxviii,  no.  20,  Oct.  1963, 
pp.  293-298 

Finsen,  Hanne,  "Modigliani  and  Two  Swed- 
ish Ladies,"  Apollo,  vol.  i.xxxi,  Feb.  1965, 
pp.  128-134,  repr. 

Lanthemann,  J.,  Modigliani:  Catalogue 
Raisonne,  Barcelona,  1970,  p.  135,  no.  414, 
pi.  414 

Fifield,  William,  Modigliani,  New  York, 
1976,  pp. 247-251 


Thora  Klinckowstrom,  later  Mrs.  Nils 
Dardel  and  subsequently  Baroness  Hamilton 
of  Stockholm,  went  to  Paris  in  1919  at  the 
age  of  twenty  to  study  sculpture  under 
Bourdelle.  She  described  her  meeting  with 
Modigliani  at  the  Cafe  de  la  Rotonde  in  her 
memoirs  and  in  letters  to  Hanne  Finsen 
(p.  1  29)  and  later  in  a  letter  to  Fifield  (pub- 
lished pp.  247-251).  Modigliani  made  a 
pencil  sketch  of  Thora  at  the  cafe  and 
presented  it  to  her,  persuading  her  to  pose 
later  for  an  oil  portrait  in  his  studio  on  the 
rue  de  la  Grande-Chaumiere.  This  first  sketch 
and  a  preliminary  pencil  drawing  for  the 
present  oil,  dated  November  1 1,  are  now  in 
the  collection  of  the  Statens  Museum  for 
Kunst,  Copenhagen.  The  oil  was  finished 
within  the  month,  as  Thora  left  Paris  for 
Algeria  at  the  end  of  November  (Fifield, 
p.  248). 

Thora  Klinckowstrom  did  not  acquire  the 
painting  and  indeed  had  lost  track  of  the 
portrait  until  Finsen  informed  her  that  it  had 
passed  into  the  collection  of  James  Archdale 
of  Birmingham. 

L.A.S. 
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68  Girl  in  Pink.  19x5 

(Jeune  filleen  rose) 


Jules  Pascin 
1885-1930 


Oil  on  canvas,  }6Va  x  zSVV  (91.1  x  73  cm.) 
Signed  1.1.:  Pascin 

PROVENANCE: 

From  the  artist  to  Lucy  Krohg,  Paris 

Purchased  from  Marcel  Bernheim,  Paris,  by 
Perls  Galleries,  New  York,  1970 

Purchased  from  Perls  by  Evelyn  Sharp,  1971 

Pascin,  born  Julius  Pincas  in  Bulgaria,  came 
to  the  United  States  in  191 4  and  became  an 
American  citizen  in  1920.  However,  he  spent 
most  of  his  adult  life  in  Paris,  where  he  had 
moved  in  1905.  By  the  age  of  sixteen  the 
precocious  artist  had  already  found  his 
models  in  local  bordellos.  Although  women 
were  not  his  only  theme,  they  were  certainly 
the  subject  of  the  largest  portion  of  his 
oeuvre.  Pascin  led  the  type  of  life  popularly 
associated  with  a  debauched  artist:  he  was 
an  alcoholic,  spent  large  sums  of  money, 
passed  his  time  with  prostitutes  and  tragically 
died  by  his  own  hand  at  the  age  of  forty-five. 

The  predominant  colors  of  this  work,  like 
many  of  Pascin's  canvases  of  the  2.0's,  are 
nacreous  pinks  and  greens,  which  bathe  the 
figure  in  a  hazy,  roseate  sfumato.  Contours 
of  the  forms  are  indicated  by  thin,  pen-like 
lines  of  the  brush,  while  the  overall  effect  is 
of  a  transparency  not  unlike  that  of  a  water- 
color.  Indeed,  the  delicacy  of  some  of  Pascin's 
paintings,  both  in  subject  and  technique, 
suggests  a  parallel  with  the  Rococo  style  of 
Watteau,  Boucher  and  Fragonard. 

H.F. 


69 


70 


Pablo  Picasso 
1881-1973 


Toilet  of  Venus.  1923 

(La  Toilette  de  Venus;  La  Coiffure) 

Oil  on  canvas,  39  V4  x  3i7/s"  (99.7  x  80.9  cm.) 

Signed  and  dated  l.r.:  Picasso/ 23 

PROVENANCE: 

Henri  Bernstein 

French  Art  Galleries,  New  York,  1952 

Alfred  Wolf,  Stuttgart 

Purchased  at  auction  (London,  Sotheby  & 
Co.,Catalogue  of  the  Collection  of  Impres- 
sionist and  Post-Impressionist  Paintings:  the 
property  of  the  late  Alfred  Wolf  of  Stuttgart 
and  South  America,  Wednesday,  Apr.  24, 
1963,  lot  4,  repr.  [La  Coiffure— Trois 
femmes]),  by  Perls  Galleries,  New  York 

Purchased  from  Perls  by  Evelyn  Sharp,  1963 

EXHIBITION: 

The  Tokyo  Metropolitan  Museum,  Pablo 
Picasso,  Oct.  15-Dec.  4, 1977 

REFERENCES: 

Zervos,  Christian,  Pablo  Picasso:  oeuvres  de 
1923  a  1925,  vol.  5,  Paris,  1952,  no.  155, 
pi.  78 

The  Burlington  Magazine,  vol.  cv,  no.  720, 
Mar.  1963,  p.  xvii,  repr.  (La  Coiffure) 

The  subject  matter  as  well  as  the  heroic  mon- 
umentality  of  the  figures  unmistakably  mark 
this  as  a  work  of  Picasso's  Neo-Classical 
period.  As  in  many  of  Picasso's  large  oils 
from  the  early  1920's,  the  use  of  color  is  kept 
to  a  minimum,  endowing  the  painting  with 
the  qualities  of  a  drawing.  The  purity  of  lines 
which  define  the  simple  forms  of  the  figures 
emphasize  the  subject's  classical  nature. 

H.F. 
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Pablo  Picasso 


Guitar  and  Fruit  Dish  on  a  Table  before  the 
Window.  1924 

(Guitare  et  compoticr  sur  un  gueridon 
devant  la  fenetre) 

Oil  on  canvas,  51  V2  x  38  Vi" 
(130.8  x  97.1  cm.) 

Signed  u.r.:  Picasso 

PROVENANCE: 

Paul  Rosenberg,  Paris 

Valentine  Gallery,  New  York,  before  193 1 

Stephen  C.  Clark,  New  York 

Acquired  as  an  anonymous  gift  from  Clark 
by  The  Museum  of  Modern  Art,  New  York, 
'937 

Purchased  from  The  Museum  of  Modern  Art 
at  auction  (Parke-Bernet  Galleries,  Inc.,  New 
York,  Notable  Modern  Paintings  and  Sculp- 
tures, May  11,  1944,  no.  89,  repr.)  by  Paul 
Rosenberg  &  Co.,  New  York 

Purchased  from  Rosenberg  by  Saidenberg 
Gallery,  New  York,  1953 

Perls  Galleries,  New  York,  1967 

Purchased  from  Perls  by  Evelyn  Sharp,  1972 

EXHIBITIONS: 

Valentine  Gallery,  New  York,  Abstractions 
of  Picasso,  January  193 1,  no.  10,  repr. 
(L'Interieur,  1927) 

The  Museum  of  Modern  Art,  New  York, 
Summer  Exhibition:  Painting  and  Sculpture, 
July  10-Sept.  30, 1933 

Art  Gallery,  Vassar  College,  Poughkeepsie, 
New  York,  1938 

San  Francisco,  Golden  Gate  International 
Exposition,  Contemporary  Art,  1939,  p.  8, 
no.  37  (Guitar  and  Fruit,  1927) 

Musee  des  Arts  Decoratifs,  Paris,  Picasso: 
lyoo-Paris-iyss,  June-Oct.  1955,  no.  58, 
repr. 

Paul  Rosenberg  &  Co.,  New  York,  Public 
Education  Association,  Picasso:  an  American 
Tribute  [The  Twenties],  Feb.  27- Apr.  6, 1968, 
no.  34,  repr. 

Perls  Galleries,  New  York,  24  Major  Acquisi- 
tions, Feb.  27- Apr.  6,  1968,  no.  19,  repr. 

The  Tokyo  Metropolitan  Museum,  Pablo 
Picasso,  Oct.  15-Dcc.  4,  1977 


REFERENCES: 

Teriade,  E.,  "Documentaire  sur  la  jeune 
peinture  II.  L'avenement  classique  du 
Cubisme,"  Cahiers  d' Art,  no.  10,  1929,  p. 
449,  repr.  (1923) 

Ihara,  U.,  Picasso,  Tokyo,  1936,  no.  24,  repr. 

Zervos,  Christian,  Pablo  Picasso:  oeuvres  de 
1923  a  1925,  vol.  5,  Paris,  1952,  no.  268, 
pi.  127 

"Masters  in  the  Art  News,"  Art  News,  vol.  66, 
no.  10,  Feb.  1968,  p.  20,  21,  repr. 

Maurice  Jardot  pointed  out  that  the  theme 
of  the  still  life  on  a  table  in  front  of  an  open 
window  was  taken  up  by  Picasso  in  1919, 
during  his  first  trip  to  the  Cote  d'Azur  (Paris, 
Musee  des  Arts  Decoratifs,  1955,  no.  57). 
The  subject  was  to  occupy  him  until  1925. 
Angelica  Rudenstine  noted  that  in  the  sum- 
mers of  1924  and  1925,  both  of  which  were 
passed  at  Juan-les-Pins,  Picasso  painted  a 
number  of  large  oils  on  this  theme,  each 
97  x  130  cm.  {The  Guggenheim  Museum 
Collection:  Paintings  1880-1945,  vol.  n,  New 
York,  1976,  p.  610).  The  present  canvas  is 
vertical  while  the  others  (Zervos,  vol.  5,  nos. 
220,  224,  225,  252,  376,  377,  380,  445)  are  all 
horizontal. 

Jardot  wrote  that  this  painting  resembles  a 
print  in  that  line  with  the  addition  of  flat 
tints  of  color  defines  form.  He  drew  a  specific 
parallel  between  this  canvas  and  certain  india 
ink  still  life  drawings  executed  at  Juan-les- 
Pins  in  1924,  which  were  later  engraved  in 
wood  (Zervos,  vol.  5,  nos.  300,  305,  310). 
Jardot  noted  this  same  formula  of  line  and 
flat  tints  of  color  in  paintings  of  figures 
(Zervos,  vol.  5,  nos.  269-273)  which  date 
from  this  period  (Paris,  Musee  des  Arts 
Decoratifs,  no.  58). 

P. v.,  H.F. 
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Pablo  Picasso 


Reclining  Nude  with  a  Necklace.  June  i8, 
1932 

(Femme  nue  couchee  au  collier) 

Oil  on  canvas,  16  x  16"  (40.6  x  40.6  cm.) 

Signed,  dated  and  inscribed  u.l.:  Boisgeloup 
18  jnin  XXXI 1 1  Picasso 

PROVENANCE: 

Perls  Galleries,  New  York 

Purchased  from  Perls  by  Evelyn  Sharp,  1965 

EXHIBITION: 

Perls  Galleries,  New  York,  Pablo  Picasso: 
Highlights  in  Retrospect,  Oct.  iz-Nov.  20, 
1965,  no.  11,  repr. 

REFERENCE: 

Zervos,  Christian,  Pablo  Picasso:  oeuvres  de 
1926 a  1932,  vol.  7,  Paris,  1955,  no.  383, 

pi.  170 

During  the  spring  and  summer  of  1932  Pi- 
casso executed  a  number  of  pictures  in  vari- 
ous media  of  reclining  nudes  for  which  his 
mistress,  Marie-Therese  Walter,  served  as 
model.  Many  of  these  are  inscribed  Boisge- 
loup, which  refers  to  the  Chateau  de  Boisge- 
loup near  Gisors  (Eure),  Picasso  purchased 
in  1930  or  1931.  As  Robert  Rosenblum  has 
recently  shown  ("Picasso's  'Woman  with  a 
Book',"  Arts  Magazine,  vol.  51,  no.  5,  Janu- 
ary 1977,  pp.  100-105),  Marie-Therese's 
presence  may  have  reawakened  the  artist's 
interest  in  the  eroticism  of  Ingres'  art  and 
inspired  the  "blossoming  fecundity"  that 
characterizes  Picasso's  painting  from  around 
1930  onwards.  Ingres'  influence  might  be 
suggested  in  the  sleeping  Ariadne,  odalisque- 
like pose  of  abandon  in  this  canvas  and  other 
female  figures  of  the  period  by  Picasso.  On 
the  other  hand,  John  Golding  has  pointed 
out  that  the  artist  may  have  been  affected  at 
this  time  by  primitive  sculpture,  such  as  the 
Venus  of  Lespugue  and  Venus  of  Willendorf, 
or  the  much  reproduced  Hal  Saflieni  Venus, 
a  reclining  woman  whose  "heavy,  ripe,  bulg- 
ing forms  can  be  viewed  as  ancestresses  of 
Picasso's  images  of  female  fecundity" 
("Picasso  and  Surrealism,"  Picasso  in  Retro- 
spect, eds.  Roland  Penrose  and  John  Gold- 
ing, New  York  and  Washington,  D.C.,  1973, 
pp.  115-116). 

H.F. 
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Pablo  Picasso 


Woman  Writing.  1932 

(Femme  ecrivant) 

Oil  on  canvas,  46  x  28%"  (116. 8  x  73.4  cm.) 

Signed  u.l.:  Picasso 

PROVENANCE: 

Purchased  from  the  artist  by  Galerie  Louise 
Leiris  (Daniel-Henry  Kahnweiler),  Paris, 
1965 

Purchased  from  Leiris  by  Saidenberg  Gallery, 
New  York,  1965 

Purchased  from  Saidenberg  by  Perls  Gal- 
leries, New  York,  1965 

Purchased  from  Perls  by  Evelyn  Sharp,  1965 

REFERENCES: 

Cahiers  d 'Art,  ioe  annee,  no.  7-10, 1935, 
p.  149,  repr.  (Peinture  1932;  not  signed  in 
repr.);  reprinted  us  Picasso:  1930-1935,  Paris, 
Editions  Cahiers  d'Art,  1936,  p.  13,  repr. 

Zervos,  Christian,  Pablo  Picasso:  oeuvres  de 
1926  a  1932,  vol.  7,  Paris,  1955,  no.  406, 
pi.  179  (Buste  de  femme  de  profit;  not  signed 
in  repr.) 

This  picture  is  most  closely  related  to  a 
canvas  entitled  Figures  et  plante  (Zervos, 
vol.  7,  no.  404,  pi.  179),  inscribed  4  aout 
XXXII  Boisgeloup,  in  which  two  figures,  one 
reading,  the  other  writing,  are  seated  at  a 
table.  In  both  paintings  the  woman  writing 
is  framed  by  a  window  whose  vertical  mold- 
ing intersects  the  figure  to  become  part  of  the 
composition's  abstract  design.  And,  in  each, 
a  pyramidal  form  (echoed  by  an  ink  bottle), 
serves  as  the  figure's  neck,  while  a  large  oval 
in  the  bottom  half  of  the  picture  represents 
the  torso.  The  design  of  the  writing  woman 
in  Figures  et  plante  is  further  abstracted  in 
the  geometric  simplicity  of  Woman  Writing, 
where  oval,  triangular  and  rectangular  forms 
are  balanced  and  repeated.  The  stylistic 
similarities  shared  by  the  two  writing  figures 
suggest  a  date  of  1932  for  the  Sharp  painting. 

The  classicizing  profile  and  blonde  hair  of 
the  figure  probably  indicate  that  Marie- 
Therese  Walter  was  Picasso's  model.  She  also 
appears  to  be  represented  in  many  of  the 


pictures  he  executed  throughout  the  30's  of  a 
woman  or  women  reading  or  writing.  More- 
over, the  light  palette  and  lavender  tones 
employed  in  the  canvas  are  often  found  in 
works  for  which  Marie-Therese  posed. 

H.F. 
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Pablo  Picasso 


Spring  at  Boisgcloup.  April  8,  1934 
(Printcmps  Boisgcloup) 

Oil  on  canvas,  3i7/s  x  38  Vx"  (80.9  x  100  cm.) 

Signed  u.l.:  Picasso;  dated  and  inscribed  11. r.: 
Boisgcloup  8  Avril/XXXIV 

PROVENANCE: 

Purchased  from  the  artist  by  Galcrie  Louise 
Leiris  (Daniel-Henry  Kahnweiler),  Paris 

Purchased  from  Leiris  by  Perls  Galleries, 
New  York,  1965 

Purchased  from  Perls  by  Evelyn  Sharp,  1965 
EXHIBITIONS: 

Perls  Galleries,  New  York,  Pablo  Picasso: 
Highlights  in  Retrospect,  Oct.  12-Nov.  zo, 
1965,  no.  14,  repr. 

Museo  de  Bellas  Artes,  Caracas,  El  Arte  del 
Surrealismo,  organized  by  The  International 
Council  of  The  Museum  of  Modern  Art, 
New  York,  Jan.  24-Feb.  27, 1972,  not  in  cat. 
Traveled  to  Instituto  de  Arte  Contempora- 
neo,  Lima,  Apr.  4-30, 1972;  Museo  Nacional 
de  Artes,  Santiago,  May  1 5 -June  n,  1972 

REFERENCE: 

Zervos,  Christian,  Pablo  Picasso:  oeuvres  de 
1932  a  1937,  vol.  8,  Paris,  1957,  no.  115, 
pi.  49  (Nus) 

This  orgy  of  octupus-like,  amphibious  nudes 
evolved  from  Picasso's  series  of  bathers 
begun  in  1927.  The  vegetal  tumescence  of 
these  forms  has  supplanted  the  sculptural 
concretions  of  the  1927  Cannes  group,  the 
dolmen-like  T928  Dinard  series  and  the  skel- 
etal angularity  of  some  of  the  1930  bathers. 
As  in  many  of  Picasso's  bathers  there  is  an 
ambiguity  about  the  gender  of  these  crea- 
tures who  have  breasts,  but  whose  heads  and 
tentacular  appendages  seem  phallic  as  they 
turn  in  upon  themselves.  John  Golding 
("Picasso  and  Surrealism,"  Picasso  in  Retro- 
spect, eds.  Roland  Penrose  and  John  Gold- 
ing, New  York  and  Washington,  D.C.,  1973, 
p.  269,  fn.  32)  rightly  describes  these  figures 
as  "predatory  marine  forms,"  and  in  this 
respect  the  painting  has  much  in  common 
with  Picasso's  sexually  threatening  bathers. 

p. v.,  H.F. 
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Pablo  Picasso 


Pitcher  with  Shepherds.  1948 

(Le  Broc  aux  bergers) 

Painted  ceramic,  ioVa  x  9  x  6" 
(26  x  22.9  x  15.2  cm.) 

Inscribed  on  bottom,  not  by  the  artist:  2.55- 

PROVENANCE: 

Purchased  from  the  artist  by  Galerie  Louise 
Leiris  (Daniel-Henry  Kahnweiler),  Paris 

Purchased  from  Leiris  by  Saidenberg  Gallery, 
New  York,  1955 

Purchased  from  Saidenberg  by  Evelyn  Sharp, 
1970 

REFERENCE: 

Ramie,  Georges,  Picasso's  Ceramics,  New 
York,  1976,  p.  34,  no.  73,  repr. 

Picasso  became  interested  in  working  in 
ceramics  in  1946  when  he  visited  the  work- 
shop of  Georges  and  Suzanne  Ramie  at  Val- 
lauris  in  southern  France.  His  first  casual 
experiments  evolved  into  a  period  of  intense 
activity  in  the  medium  which  lasted  until 
1953.  Thereafter  he  continued  to  make  pot- 
tery, although  at  a  slower  pace.  Always 
interested  in  the  fusion  of  painting  and 
sculpture,  Picasso  was  naturally  attracted  to 
ceramics.  He  is  successful  as  a  ceramicist 
because  he  extends  the  traditional  uses  of 
the  materials  and  makes  each  piece  a  unique 
and  original  object. 

Pitcher  with  Shepherds  is  a  conventional  jug 
which  Picasso  has  transformed  into  a  personal 
statement.  He  leaves  slight  impressions  of 
his  thumb  and  forefinger,  indentations  which 
offset  the  regularity  and  balanced  shape 
which  results  from  the  use  of  the  potter's 
wheel.  And,  because  he  dislikes  the  imper- 
sonal appearance  of  a  smooth  transparent 
glaze,  Picasso  applies  his  glaze  unevenly  and 
uses  it  to  round  out  the  forms  of  the  standing 
figures. 

p.v. 
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Pablo  Picasso 


Young  Girl  in  a  Light  Blue  Dress.  March  18, 

1949 

(Jeune  femme  en  robe  bleu  ciel) 

Oil  on  canvas,  45 V»  x  35"  (11 6.5  x  88.9  cm.) 

Signed  1.1.:  Picasso 

Dated  on  reverse  u.l.:  18.3.49 

PROVENANCE: 

Purchased  from  the  artist  by  Mr.  and  Mrs. 
Sidney  Brody,  Los  Angeles 

Purchased  from  Brody  by  Perls  Galleries, 
New  York,  1964 

Purchased  from  Perls  by  Evelyn  Sharp,  1964 

exhibitions: 

UCLA  Art  Galleries,  Los  Angeles,  "Bonne 
Fete"  Monsieur  Picasso,  Oct.  25-Nov.  11, 
1961,  no.  36,  repr.  (Girl  in  a  Polka  Dot 
Blouse) 

Gimpel  &  Hanover  Galerie,  Zurich,  Picasso 
Bilder  der  Jahre  1946-1961,  Picasso  Paint- 
ings 1946-1961.  May  16-June  2.0, 1964, 
no.  6,  repr.  Traveled  to  Gimpel  Fils  Gallery, 
London,  June  30-Aug.  15,  1964 

Los  Angeles  County  Museum  of  Art,  Picasso 
in  Southern  California,  Oct.  25-Nov.  21, 
1971,  no.  66 

REFERENCE: 

Zervos,  Christian,  Pablo  Picasso:  oeuvres  de 
1946  a  1953,  vol.  15,  Paris,  1965,  no.  132, 
pi.  78  (Femme  assise) 

From  1947  to  1949  Picasso  painted  a  number 
of  bust-length  portraits  and  seated  women 
for  which  his  mistress  Francoise  Gilot  posed. 
Gilot  relates  that  one  day  in  1949,  the  artist 
was  having  difficulty  with  the  proportion  of 
the  head  in  one  such  painting  when  he  spied 
the  proof  of  a  portrait  lithograph  Fernand 
Mourlot  had  brought  earlier  to  the  studio. 
Picasso  pinned  the  lithograph  to  the  canvas. 
He  was  so  delighted  with  the  stark  contrast 
between  the  black  and  white  head  of  the 
print  and  the  remainder  of  the  colored 
canvas,  as  well  as  the  effect  caused  by  the 
shift  in  planes  from  print  to  painting,  that  he 
"removed  the  lithograph  and  immediately 
painted  in,  in  the  spot  where  he  had  pinned 
it  up,  the  same  composition  . . .  that  was 
represented  in  the  lithograph."  Gilot  said 


that  Picasso  was  so  moved  by  this  "exciting 
discovery"  that  he  made  four  or  five  works 
embodying  the  same  principle,  but  none  was 
based  on  any  existing  lithographs  (Francoise 
Gilot  and  Carlton  Lake,  Life  with  Picasso, 
New  York/Toronto/London,  1964,  p.  122). 

Although  it  is  not  clear  if  Gilot  was  referring 
to  the  present  painting  in  this  story,  it  was 
certainly  one  of  the  works  influenced  by 
Picasso's  "discovery"  (For  others  see  Zervos, 
vol.  15,  nos.  128, 129, 131, 140, 141).  It  is 
interesting  to  note  that  at  about  this  same 
time,  Picasso  made  a  print  of  a  seated  woman 
by  combining  the  head  from  a  lithograph 
of  February  17, 1949,  with  a  body  from  one 
of  December  16, 1948  (Fernand  Mourlot, 
Picasso  Lithographe,  1947-1949,  vol.  11, 
Monte  Carlo,  1950,  p.  167,  no.  154,  repr.). 
The  abrupt  spatial  shift  from  head  to  torso 
in  the  third  lithograph  is  similar  to  the  move- 
ment in  this  painting;  however,  in  the  canvas 
the  difference  between  the  two  elements  is 
dramatized  by  the  contrast  between  the  black 
and  white  of  the  off-axis  head  and  the  vibrant 
blue  of  the  dress. 

H.F. 
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Pablo  Picasso 


Figures,  Eagle  and  Donkey.  March  6,  1967 

(Personnages,  aigle  et  ane) 

Colored  crayon  on  paper,  19V2  x  25  V2" 
(49.5  x  64.8  cm.) 

Signed,  dared  and  numbered  u.r.:  6.  3.  6y./ 
Ill/ Picasso 

PROVENANCE: 

Purchased  from  the  artist  by  Galerie  Louise 
Leiris,  Paris,  1967 

Purchased  from  Leiris  by  Saidenberg  Gallery, 
New  York,  1967 

Purchased  from  Saidenberg  by  Evelyn  Sharp, 
1970 

EXHIBITION: 

Saidenberg  Gallery,  New  York,  Picasso: 
1966-196-/,  Dec.  11, 1967-Jan.  31,  1968,  no. 
24,  repr. 

REFERENCE: 

Feld,  Charles,  Picasso:  his  recent  drawings 
1966-1968,  trans.  Suzanne  Brunner,  London, 
1969,  no.  138,  repr. 

Figures,  Eagle  and  Donkey  is  the  third  in  a 
series  of  four  drawings  of  this  subject,  each 
dated  6.  3.  67,  numbered  and  signed  by  the 
artist.  All  are  virtually  the  same  size;  the  first 
three  are  executed  in  color,  the  fourth  is  not. 
The  series  is  reproduced  in  Feld,nos.  136-139. 

H.F. 
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Georges  Rouault 
1871-1958 


Sunset.  1937 

(Coucher  de  soleil) 

Oil  on  canvas,  31 14  x  Z3V2" 
(79.4x59.7  cm.) 

Signed  l.r.  (visible  in  ultraviolet  light): 
G.  Rouault;  inscribed  by  the  artist  on 
stretcher:  Coucher  de  soleil 

PROVENANCE: 

From  the  artist  to  Ambroise  Vollard 

Estate  of  Ambroise  Vollard 

Purchased  from  Galerie  de  PArt  Moderne 
(A.  Amante),  Paris,  by  Perls  Galleries,  New 
York,  1956 

Purchased  from  Perls  by  Mrs.  Herbert 
Morris,  Philadelphia,  1962 

Purchased  from  Mrs.  Morris  by  Perls,  1968 

Purchased  from  Perls  by  Evelyn  Sharp,  1969 

EXHIBITIONS: 

Perls  Galleries,  New  York,  Georges  Rouault 
(1871- ),  Nov.  iz-Dec.  zz,  1956,  no.  19, 
repr.  (c.  1936) 

Perls  Galleries,  New  York,  Georges  Rouault 
(1871-1958):  The  Later  Years,  Oct.  18-Nov. 
z6,  i960,  no.  9,  repr.  (1930-1939) 

Philadelphia  Museum  of  Art,  Summer  Loans, 
196Z,  1963, 1964,  1965, 1966  {Three  Towers, 
Mrs.  Herbert  C.  Morris) 

Perls  Galleries,  New  York,  24  Major  Acquisi- 
tions, Apr.  3-May  17, 1969,  no.  19,  repr. 

Rouault  was  known  as  a  deeply  religious 
man,  not  so  much  for  his  adherence  to  the 
dogma  of  Roman  Catholicism  as  for  the 
intensity  of  spiritual  expression  and  convic- 
tion in  his  art.  In  1937  and  1938  he  executed 
a  number  of  landscapes  which  are  variously 
titled  Religious  Landscape,  Biblical  Land- 
scape, Twilight,  Sunset,  Christ  and  Disciples, 
Christ  and  Child,  Christ  and  Poor  Man, 
Passion,  etc.  (See  Courthion,  Pierre,  Georges 
Rouault,  New  York,  1961,  pp.  435-437,  nos. 
32Z-345,  repr.).  Although  they  are  diversely 
titled,  they  are  similar  enough  in  subject  to 
be  considered  a  group.  In  most  of  them 
figures  appear  before  a  landscape  or  city- 
scape  at  twilight. 


The  present  painting  displays  Rouault's 
typical  heavy  black  outlines  and  the  blue  and 
rose  hues  of  his  characteristic  palette.  Both 
the  subject  and  technique  make  us  recall  that 
Rouault  was  apprenticed  to  a  stained  glass 
maker  at  the  age  of  fourteen. 

H.F. 
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Chaim  Soutine 
1893-1943 


The  Student.  1925 

(L'Etudiant) 

Oil  on  canvas,  29  x  24"  (73.7  x  61  cm.) 

Signed  1.1.:  C.  Soutine 

PROVENANCE: 

Jacques  Sarlie 

Purchased  from  Sarlie  by  Perls  Galleries, 
New  York,  1961 

Purchased  from  Perls  by  Evelyn  Sharp,  1966 

EXHIBITIONS: 

Perls  Galleries,  New  York,  The  Perls  Gal- 
leries Collection  of  Modern  French  Painting, 
Catalogue  No.  6,  Feb.  27-Mar.  25,  Mar.  27- 
Apr.  29,  1950,  no.  135,  repr.  (192.4) 

Los  Angeles  City  Museum  of  Art,  Chaim 
Soutine  1893-194},  Feb.  20-Apr.  18, 1968, 
no.  24,  repr.  (c.  1921) 

Perls  Galleries,  New  York,  Chaim  Soutine 
(1893-1943),  Nov.  n-Dec.  13, 1969,  no.  6, 
repr.  (c.  1922) 

REFERENCE: 

Werner,  Alfred,  Chaim  Soutine,  New  York, 
1977,  p.  118  and  no.  27,  p.  119,  repr. 

The  banal  and  even  the  vulgar  often  provided 
Soutine  with  his  subjects.  In  the  1920's  and 
the  i93o's  he  painted  various  types  of 
workers  — maids,  cooks,  waiters,  valets, 
actresses— as  well  as  choirboys,  pageboys, 
communicants.  Maurice  Tuchman  has 
pointed  out  that  rituals  of  absolution  involv- 
ing scapegoats  took  place  in  the  shtetl,  where 
Soutine  had  passed  his  early  life.  He  sug- 
gests that  his  familiarity  with  such  rituals 
led  him  to  portray  his  subjects  as  emblems 
of  exploitation,  scapegoats  symbolic  of  emo- 
tional catharsis  (Los  Angeles  County  Mu- 
seum of  Art,  1968,  p.  13). 

The  student's  straightforward  gaze  and 
frontal  presentation  in  a  tightly  enclosed 
space  link  him  to  Soutine's  other  figures.  His 
baleful  expression,  blubbery  lips  and  nose 
mark  him  as  a  pathetic  victim. 


P.V.,H.F. 
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Chaim  Soutine 


Young  Woman  in  Red.  1928 

(Jeune  femme  en  rouge) 

Oil  on  canvas,  31%  x  23 '/i"  (80.3  x  59.1  cm.) 

Signed  u.r.:  Soutine 

PROVENANCE: 

Galerie  de  l'Art  Moderne  (A.  Amante),  Paris 

Purchased  from  Galerie  de  l'Art  Moderne  by 
Mrs.  Albert  D.  Lasker,  New  York,  1950 

Purchased  from  The  Lasker  Foundation  by 
Perls  Galleries,  New  York,  1967 

Purchased  from  Perls  by  Evelyn  Sharp,  1967 

EXHIBITIONS: 

The  Museum  of  Modern  Art,  New  York, 
Soutine,  Nov.  1,  1950-Jan.  7, 195 1;  Cleve- 
land Museum  of  Art,  Jan.  30-Mar.  18, 1951, 
p.  113 

Dallas  Museum  of  Fine  Arts,  An  Exhibition 
of  69  Vaintings  from  the  Collection  of  Mrs. 
Albert  D.  Lasker,  Mar.  6-Z9, 1953,  no.  65, 
repr. 

Palace  of  the  Legion  of  Honor,  San  Francisco, 
The  Lasker  Collection,  1954 

Galerie  Charpentier,  Paris,  Cent  tableaux  de 
Soutine,  1959,  no.  87,  repr. 

Los  Angeles  County  Museum  of  Art,  Chaim 
Soutine  1893-1943,  Feb.  20-Apr.  14, 1968, 
no.  55,  repr.  (c.  1930).  Traveled  to  The  Israel 
Museum,  Jerusalem,  May  14-Aug.  5, 1968, 
no.  39  (c.  1930) 

REFERENCES: 

Brockway,  Wallace  and  Frankfurter,  Alfred, 
The  Albert  D.  Lasker  Collection:  Renoir  to 
Matisse,  New  York,  1957,  p.  59,  p.  60,  repr. 

The  Burlington  Magazine,  vol.  cvm,  no.  758, 
May  1966,  p.  xviii,  repr. 

New  York,  Parke-Bernet  Galleries,  Inc.,  Dis- 
tinguished Impressionist,  Post-Impressionist 
and  Other  Paintings  and  Drawings  from 
Various  Owners,  Thursday,  May  19, 1966, 
lot  9,  repr.  (From  the  Collection  of  Mrs.  Alice 
Woodard  Fordyce;  not  sold) 

Courthion,  Pierre,  Soutine:  Peintre  du  De- 
chirant,  Geneva,  1972,  p.  259,  pi.  258c,  [La 
Femme  du  cordonnier  III  dite  aussi  Femme 
en  rouge,  1926-27) 


Pierre  Courthion,  (pi.  258a-d)  identified  a 
group  of  four  related  paintings,  each  entitled 
La  Femme  du  Cordonnier  and  dated 
1926-27.  La  Femme  du  cordonnier  II  dite 
aussi  Femme  en  rouge  (pi.  258b)  is  the  closest 
to  the  present  painting,  although  it  is  slightly 
smaller  (29  x  21 V4").  In  fact,  the  two  can- 
vases are  so  similar  that  they  are  sometimes 
confused  with  one  another.  Version  II  was 
illustrated  in  Connoisseur,  vol.  172,  no.  693, 
November  1969,  p.  ccxvii,  where  it  was  listed 
as  Jeune  femme  au  fond  bleu,  1929.  The  lat- 
ter was  exhibited  at  Perls  Galleries,  New 
York,  24  Major  Acquisitions,  February  27- 
April  6, 1968,  no.  21,  repr.  cover  {Jeune 
femme  au  fond  bleu)  and  Perls  Galleries, 
New  York,  Chaim  Soutine  (1893-1943), 
November  1  i-December  13, 1969,  no.  18, 
repr.  (Young  Woman  in  Red  on  Blue 
Ground). 

P.V.,  H.F. 
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Maurice  Utrillo 
1883-1955 


RucSaint-Rustiqucin  Montmartre.  191 1 

(La  Rue  Saint-Rustique  a  Montmartre) 

Oil  with  plaster  on  canvas,  zo'/s  x  29" 
(5 1.1x73.7  cm.) 

Signed  l.r.c:  Maurice  Utrillo  V. 

PROVENANCE: 

Collection  Libaude,  Paris,  c.  191 1 -12 

Galcrie  Paul  Petrides,  Paris,  until  i960 

Purchased  from  Petrides  by  Perls  Galleries, 
New  York,  1961 

Purchased  from  Perls  by  Evelyn  Sharp,  1961 
EXHIBITIONS: 

Reid  and  Lefevre  Galleries,  London,  Utrillo: 
The  White  Period  1910-1915,  Oct.-Nov. 
1935,  no.  2 

Bignou  Galleries,  New  York,  Utrillo:  The 
White  Period  191 1- 1914,  Jan. -Feb.  1937, 
no.  1  (lent  anonymously) 

Galerie  Charpentier,  Paris,  Cent  tableaux 
par  Utrillo,  1959,  no.  34  (1910) 

Haus  der  Kunst,  Munich,  Maurice  Utrillo  V. 
Suzanne  Valadon,  June  15-Sept.  11,  i960, 
no.  34,  no.  20,  repr. 

REFERENCES: 

Frost,  Rosamund,  "Utrillo:  Poems  in  White," 
Art  News,  vol.  xxxv,  no.  16,  Jan.  16, 1937, 
pp.  13  +  ,  p.  13,  repr. 

Petrides,  Paul,  L'Oeuvre  complet  de  Maurice 
Utrillo,  vol.  I,  Paris,  1959,  p.  276,  no.  225, 
repr. 

Frank  Rutter,  in  his  introduction  to  the  cata- 
logue of  the  1935  exhibition  at  Reid  and 
Lefevre  Galleries,  stated  that  Utrillo  actually 
used  plaster  on  the  canvas  to  simulate  the 
rough  texture  of  the  walls  of  the  buildings, 
"to  convey  to  the  spectator  the  difference  in 
tactile  values  between  . . .  smooth  and  gran- 
ulated surfaces."  Rutter  noted  that  the  artist 
employed  plaster  during  the  height  of  his 
white  period.  Utrillo  painted  several  pictures 
with  the  title  Rue  Saiut-Rustique  during  his 
lifetime. 


H.I. 


93 


94 


Maurice  de  Vlaminck 
1876-1958 


Under  the  Bridge  at  Chatou.  1906 
(Sous  le  pont  de  Chatou) 

Oil  on  canvas,  21  V2  x  257/k"  (54.6  x  66.9  cm.) 
Signed  1.1.:  Vlaminck 

PROVENANCE: 

Collection  Mage,  Paris 

Purchased  from  Mage  by  Perls  Galleries, 
New  York,  1968 

Purchased  from  Perls  by  Evelyn  Sharp,  1969 

EXHIBITIONS: 

Perls  Galleries,  New  York,  24  Major  Ac- 
quisitions, Apr.  8-May  17, 1969,  no.  23,  repr. 

The  Museum  of  Modern  Art,  New  York, 
The  "Wild  Beasts":  Fauvism  and  Its  Affin- 
ities, Mar.  26-June  1, 1976,  see  reference 
below.  Traveled  to  San  Francisco  Museum  of 
Modern  Art,  June  29-Aug.  15,  1976;  The 
Kimbell  Art  Museum,  Fort  Worth,  Sept.  n- 
Oct.  31,1976 

REFERENCE: 

Elderficld,John,  The"Wild  Beasts" :  Fanrism 
and  Its  Affinities,  New  York,  1976,  p.  73, 
repr.  p.  74 

Vlaminck  was  a  major  Fauve.  The  style  he 
developed  during  the  crucial  years  of  this 
movement  reflects  his  strong  personality  as 
well  as  the  influence  of  Matisse  and  van 
Gogh,  whose  retrospective  he  had  seen  at  the 
Salon  des  Independants  in  spring  1905.  He, 
like  Derain,  lived  in  Chatou,  a  suburb  of  Paris 
on  the  Seine,  and  his  most  emotionally 
charged  statements  are  landscapes  and  river 
views  of  this  area.  Vlaminck  composed  his 
pictures  with  thickly  applied  blocks  of  color, 
a  personal  variant  of  the  Neo-Impressionist 
brushstroke.  His  use  of  primary  and  bright 
colors,  often  applied  directly  from  the  tube, 
contributes  to  an  immediacy  of  expression. 

John  Elderfield  dates  Under  the  Bridge  at 
Chatou  some  time  after  the  summer  of  1 906, 
when  Vlaminck  attempted  to  combine  his  ab- 
stract block  constructs  with  an  expressionist 
interpretation  of  certain  naturalistic  phe- 
nomena such  as  the  color  and  activity  of  the 
clouds. 


p.v. 
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EXHIBITION  78/2. 

4,500  copies  of  this  catalogue,  designed  by 
Malcolm  Grear  Designers  and  typeset  by 
Dumar  Typesetting,  have  been  printed  by 
Eastern  Press,  Inc.  in  March  1978  for  the 
Trustees  of  The  Solomon  R.  Guggenheim 
Foundation  on  the  occasion  of  the  exhibition 
The  Evelyn  Sharp  Collection. 

Ektachromes  by  Robert  E.  Mates  and  Mary 
Donlon,  New  York 

Portrait  of  Evelyn  Sharp  by  Eric  Skipsey, 
Los  Angeles 


